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training the Qrtist’s 

eye 


drawing allows us <o rejpresent a three-dimensional image on a gne- 


■ ■ ■<*****' 


EfOn, proportion, and volume effect. Drawing is W1& fundamental basis 
rsr ail types of artistic wonts. Sculpture, painting, architecture. and 
oven film and photography tia# drawing as the mrtJaf medium to con' 
ceptuaiiMi, undefsland, and develop the various coirwonents mat wIS 
work together in the final project. Drawing is many times an originat 
wgrit in itsert. giving ug The ability to reproduce cur surroundings and 
environments. 

As is the case for any art form, drawing can be learned; it is not a 
special latent that only a few possess. Lite writing, which begins wild 


with a succession of points that form lines, which create shapes, 
shades, and stains. The secret of any drawing does not He In ones abil¬ 
ity lo apply a certain technique, but rather m one's ability to teem how 
to observe end analyze e theme, create the cfrewing's outline, arrange 
its composition, and calculate its proportions. Therefore, training the 
□rticbs eye is the first stop in any artistic work. The trained eye pre¬ 
cedes the drawing and h«Hps craatu what may be called a drawing of 
the drawing that is based on a set of both abslract and schematic ap* 
proaches to better understand a model, establish a relationship be¬ 
tween the seemingly disorderly gesture and the danty of the structure. 

Since we are aware that the lack cf this basic knowledge is the 
greatest obstacle a beginning artist may one cur tar, this book is irif mri- 
□d to provide ail the necessary information needed to begin drawing. 



We explain cSearty and methoditafty each of the processes and tech¬ 
niques lhal professional artists often apply instinctively. In addition to 
these, you will find information about other important aspters, such as 
training tno hand, controlling the stroke. composition, and volume eh 
feels offered by various mediums. tods, and materisis. h is essential to 
understand and master these basic lessons in order to draw confidenily. 



COnqposfttai? and 
sJnjcrtna- are the 
basKtyav^r 
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friction. 

Believe it or 


not, 

but just a bit of friction 


Wi 11 Sta rt you do y our drawing course When a paper £ surface 

Hflfiff yp j j| ! !'i scratched wih any p-rjuvhi: rrccu..i-ri panick-a are - <-H boh nd 

These particles kwvo an Intense, yet del calo stroke, A simple touch 
wrth your tinger and the stroke will vanish as charcoal dtst. Due to 
Ms delicate properties, charcoal a the ideal medium to begin drawing with, since mistakes can be 
easily corrected. 

Although an artisl has a considerabtt amount of freedom regard mg how he Or She chooses- to 
apply various techniques. the inherent characteristics Of mediums and materials and how they are 
used cannot be ignored and must be learned. Anyone interested in drawing arid m Obtaining the 
most benefit from a given malarial should know and fellow its "rules* Each toot and material gives 
specific and unique results that no Cither medium can duplicate. 
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line, 

control, and properties 

Grapfiiiescrwpf lherrwsl popular drawing mediums among Podiart 
students en<j professionals.. Compared to other media, it is durable and very 
ea&y to handle. Graph-te is the most im mediate, versatile, and Sensitive 
drawing medium Umi is suitaufe for quick sketches as well as lor detailed 
work, Graphite is fragile, oily, and soft lo the touch, and- comas in several 
forms; sfcks. pencils, and powder.. II can be used on almost any ford of sur¬ 
face Due le its oily texture, its marks are permanent and do rrol nequtne a fi¬ 
nal fixative, BfiJiouflh in some cases if might be advisable to do so When 
used for shadmg, graphite has a smodh. veively appearance, which can 
appear sharper and mqrs intense when the point is pressed directly egamet 
the paper. The artist has great line control with graphite, since it can be 
erased and redrawn as many times as necessary. 


tlifiti men 



<Rjyy 


If is a gocti dee to a ipownaot with graptitia sticks and 
partite that have d/ftarant degrees at hsntfooss. 


C 


The shape of a gtaptvia shots 
point and how ft « poEflftjned 
on ins paper are essential n 
ccnfroling a stmAefc quofty 
Different offsets can bo 
obtamed wt £h Ai a sh^p 
ptwJf. &adulpOr\l Ot (Q 


The graph<!e sttcfts below have venous decrees a? Sundress. The hardest stocks 
produce a soft staXe and em crnmcny used m p/attcnary sfceitftas. The softest 
sticks pruvstie a ifvcfsr mom ntense s?ra*e anti are used for stelrhes wtfj moremenf 
anti tonal tuvp&tigs , 
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ModwKof prvufs am wiry 


can »e aimed around eesXj 
ttepaocrfS, rato oorama 
widtr ranya OS txA and hsU 


DEGREES OF HARDNESS 

"ft® various p&sSbilittefi Of a Stroke'a intensity 
depend Oh the graphite Stick or pencil's hard¬ 
ness, This variation in iwdrmsalkswa us la use 
light and darn lines to create ilgm or dark shad¬ 
ing. A numi^r and leder. engraved onlo the pen- 
cilt side, Indicates us hardness. Pencils wild the 


latter H have kind leads end make thin, light lines 
that are commonly used in technical drawing. 
Pencils with the letter S have son leads and 


make strong, dark lines. The number that ac¬ 
companies me better also indicates Ihe pencils 
hardness or softness; Ihe higher The number, the 
harder or softer the leads r®, A good ®(§flecto©ri to 
beq.n with is: SB, SB, B, and HB. Artists usually 
use 5 ha softer leads because they create intense 
lines, which makes shading much easier, l{ is 



penolSj, so that you have differed! options to 
choose from. 


ft ts a pax? idea to have & selection of pends ivSft 
various (Jewess of hard-rass ih obar to Obtain dWteranr 
ffnJUes wtf\ (f/ffofttl 


Elaborate Xnenr h pure ivort can to scf&rnK} mfh 
gRSJfpte pends. Oaw Sm smotes iwrft a we*- 
Si'O.'wmi poht. $r*ce tcwo (sittxfng. hO'Crvig. Cress 
.'uVi-'hi’. norhLrf! n i/issc (yjxs of rtemngft. 

use *ery soflpeneft 




LINE QUALITY 

tf y®u need to draw wide strokes. w# reecm" 
m@nd using flat graphite sicks. Combining 
graphite stick and pencil produces fascinating 
(mitts. The graphite pencil gives you a lot of 
control or the line and its lone, while Sha graphite 
slick's width enables yt>u to cover la r ge areas 
qmeWy. Hard leads are used tor the detailed ar¬ 
eas and tor jr* mtal shading, while softer leads 
are used to accentuate the darker areas. Many 
artists combine pencils with diflwem degrees of 
hardness to create cample* drawgs wilh lines 
and strokes. 













1 ? 


'foijcarttwwA 
charcoal sicks n 

Order So obtetf She 



S2B] founeod. Tt*} 
idoct length for 

drawing t$ about 2 to 
JteflCftfiS. fas Site 
r? 


eratfg aknost any 

£tesn«Jeffieef. 



ADomj a*e natural cftninf iftfcks, witch 
are very fragie and battle. Natural sticks 
aw mors than compressed 

charcoal sticks. 


Charcoal wit come off the paper with the 
tghiest touch. 



Since charcoal does not sfe* fo tfw paper nary wen, 
it Coo be erased oasty However, pusn when the 
p&t&esentt&hOvdd. parfadfflWSitJtas 
remain wsfiWe. 


wot# 

the sack's ponf Cr Us sOeintactangeobly. 
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A dvt p&nl maH&a exjrerr^y 
jtitense srrotes 



Ornggnj the qfwKio; sr<* an Us stdeprextecas wjcte 
sautes. 


USING CHAUCOAL 

Charcoal can be used in many different ways. 

The way the slick is held determines a stroke's 
effeel. For example, holding the point hortiontal' 
ty or on an angle wfll create differafit lines. Also, 
by turning {he point cm varying the pleasure yOu 
place on (tie charcoal stick will produce either 
sott, delicate strokes or bold and intense strokes. 
Soft charcoal i® more granulated and therefore 
adhere® better io the paper than harp charcoal, 
which is better for delail and line work since rt 
doe® not erase as easily. 


Charms drawmgs no longer tore Jo be temporary 
kveris. Spray ftrjS'itK oliow charcoal to mran on rfte 
paper and re taw 4s dasaic and nobto repufeton. 



Drawing on th d civrcoai 
SEjcA S tlar 5A29 mates Array 
Anes thinner, flroiee and more 




Sudftlleipt vs-yj-ft'Ol^ 




STROKES AND EFFECTS 

tf you hold the charcoal Erick like a pencil, the 
strokes will be neater and more controlled by 
your hand movements, tf you drag the stick On 
Its side over the paper, the stroke w II be thin and 
solid. With the charcoal stick he*d transversely 
(on its side in an upright position}, you are able to 
create shadings that are as wide as the charcoal 
stick. Drawn with one continuous hand move¬ 
ment, transverse strokes become lateral (length¬ 
wise) strokes. 



To ffia iitf* am ins base ejects entf esn £w 
achieved by mastamg et» use of cfwcoat (Ai even 
shading, {flj dffcranf stroites and mrsnstfies, 
<C)btendng, and JO} gradaton. fly Joonwig Chose 
tour state, you ml be abto JO draw any shape 
and jt^sJ^ any Ibnaf (kSfct. 
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tone techniques 

with charcoal 

An anist mitst be miKh mere courageous urtieo using 
Charcoal than when working with a penc il. Charcoal calls For 
drawing complete, whole Forms Instead OF bringing out data I 
in a work, which is why this medium it more affective lor 
targe-scale drawings. Appropriately combirwg different 
strokes wPi allow you lo draw seemingly complen shapes. 

DRAWIN Q WITH STROKES 

Compressed charcoal pencils 3«3 the best medum for draw¬ 
ing Strokes. These pencils are very useful lor Small-scale 
works in which linos prevail over slains. I mense dhareoal 
stokes odd greater expressiveness and intensity to a drawing 
than those produced by graphite. Shadings begin with smaB 
strokes, their Intensity depending on the dark areas. Pressing 
the charcoal pencil harder against the paper w>H create darker 
shaded arees- 








Charctxil pends ovate 
SftMkre df i'irurisrr 
rone and me* prjment 
s iwijor rnan ctwcosr 
smete. 




CmrrxwJ pznei sfrt*es 
am tie tHended, trji they 


chjrctMf sfck Efrobcos 


Abtwe are saw Past M&rttJng eifects wrmediarcoei 
st&. >t>/ can see now wism uvs dr3i*rrg metfcrri is 
Simp? rufiCmg your Unger or j Wooding srurrys over a 
biu^o or stmtet wj quc*fr PfcotJ it and B) 

In loaf Jfie pfiahdry of charcoal sticte. dnnv a tm or a 
dfde jy Drag ffia ogmcnr jtjskJc Iho circle w&n yct^ 
Srrgerhp to o&tam e i-ery Case s^Kidntj effect {C2L TTus 
can become a tonal treatment by bten&ng Jha cJiwcoaf 
pigment on toe paper's surface wttb yar nantfi Or wm 
a btofldtog stump (C3 and C4y 
















i » 
a 

I 
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SfVHMTO 

Charcoal enables us 10 create a drawing simply 
by blending strokes, which gives the drawing an 
atmospheric effect, This technique ig called sliu- 
mato. Lightly blend the charcoal strokes when 
using the sfumato technique so that you retain 
the paper's texture. The only problem with this 
technique i$ that due lo the absence of defined 
tines and strokes, which give pictorial effects, the 
drawing could appear artific ial. 


SUmo artists use 
charcoal powder to 

eras re smoorf? 
flrrjijTfinrerarid 
a hednga in lapo- 
scad worts. 
h(>m*¥eri ctxtnx&i 
is appt&J fiy rubix*? 
Ihe pawtoar ortl© tfw 
papv With cotton rag, 


to those hvOSOguonCMyOucan Soobcwan 
afflwsphert eJ*=ct can de created jbst by fuwi'w you 
fi^otsj^^cadosno^]^tf&t3i^isbt*e&. The 
rmSiftafMHy ptifts moc&jm onqbtos yt*j to /notify tflo 
sufece several fmes, 


SILmato et ised to cmfflto peterat arid 
Mmo&pbenc effects. 
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artists’ Chalks: 



warm and opaque 


Itie appearance and consistency Of art islS 
■chalks, ateo called conf A crayons, are simitar Id 
moss of pastels, bui they are harder and more 
oily. Artists’ chafe have a warm and opaque ap¬ 
pearance and offer the same blending possifciii* 
ties as charcoal However, chalks are more 
slabte and can be used along with charcoal and 
with compressed charcoal pencils, 

COLOR VARIETY 

Strictly and traditionally speaking, artists' chafe 
ure limited to the following colors: white, black, 
sepia, bistre {dark-fxown}, and sangu^re (red- 
hrawn). Th&r color tones perfaclly brtianco each 
other and make them especially suitable tor 
rrionochroma drawings, whfch relio on harmonic 
shadings and gradations. Mists' chalks are ideal 
tor medium-toned and dark^colored papers. 


AUsfS 1 ch&As gn@ tfL-ctiLTiWa in 
i^jWus cotars and ere pyrfeef 
Sir creating htended shades 
Thov Post route » soon 
when Lsapi'od on nwefum 
toned, imitrst-ooKxed paper. 





2 $ 



MIXING 

Seirtg thai artists' chalks are sett,, they Wend 
eas.:y and create beautiful color combinations by 
etfhef robbing the strokes with- your finger, a 
piece* ol cloth, or a blending slump. Because 
they are less powdery than, charcoal* (hey can be 
milted by laying one color over another, flowing 
the cofara underneath to show through. This 
technique will enable you tn Find different values 
of gray lones more easily— it needed, the two 
tones can then bo blended by lightly rubbing the 
strokes with your fingertip. 


Bkxxiry the itactes anth 
a Mending stump. 




! n--(7j svp two wSyS to rifensfy chalk lones: (1) ncraase 
r.'-o pressure on- the cftaAfc sfjci or /fj direct rrwiy. 
mb; 1 : is !0 iJto.r o«r a prwfrMJsiy Sid down color and 
prsss inti bom ootrs are Manned mfe a mraed coftyt 





EFFECTS WITH ARTISTS' CHALK 

Since artists' cha)k Is more delicate than char¬ 
coal, the strokes it produces are slightJy less in¬ 
tense and much subtler. Like charcoal, you can 
use the whole chalk slick to draw, leaving 
strokes that car be easily modified and a ended 


to the desired Aide. Then, begin to make strokes, 
bottling the stick lengthwse. Use the point to 
draw toe outhne ol the model. Finally* run your 
linger oirer the contours to Wend the strokes. 
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Sanguine: 

a classic medium 


Among artists 1 chalks and chgfk pencils, san¬ 
guine, due Ec its unique characteristics, is the 
most commonly used color. Somewhere be¬ 
tween brown and terracotta red. sanguine is 
made of iron o.*ide and endures as a favorite 
and classic medium among artists. The popu¬ 
larity ol sanguine is due lo its warmth and sw- 
srtivtty to the paper's texture, fn combination 
with other mediums, sanguine is nt its twsJ. 



Sane evamptss of 
sanguine eftafc and 
penal strokes eppkxl 
mth dtferwn amounts of 
praise and drfftrenr 
handposfons. 


a .sanjjLw*? jtreftv smj 
Jhrie pfurmrity ptlrt end 
(tu. I hamtam,ti£ 
necossufy for you lo get 
tafTstar wrtfi sfiadhg. If 
you place (fie rangura? 
itCX S ter side on The 
paper and ium ytur 

HinSf, >1*J LVJ) siw rf >!> 

rtentsfir^ sfiaefng mxi 
gra&hon ef*JC(S (ftat 
can Pa achieved. 
ftem«T*ec the efeds 
also depend cm me 
ixnounr of fmresure you 
oppty, 
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In order tp achieve the best stroke Or lino IrOm a 
sanguine Stick, draw S continuous line without 
lifting the point SrOm the paper. Extend the line 
and v^y the amount Of pressure to Create more 
color intensity and darker tones. Then do the 
same with a sanguine stick pencil. Given its 
sensitivity to texture, Sanguine should not be 
used on very rough papers because the strokes 
will be fragmented. Also, try tb avoid shading 
toned areas. 


IWmti dramg wfih 
artst?'CfMfcs or 
Mnguna pgnjfeert 
on teflfitfWf papers, 
jnese papers lend to 
firsoif pp sfmKeff 
and shading. 



nrmrn^'" 


MSs&l 















the Diending stump: 

many possibilities 

A ^tending stump te made Irom s scrt pspef felt 


P»i edouble-endied and pwni«s. h * used tor 
rgdfchnj and blendmg. Blending slumps coma n 
drtfers&nr degrees of vucKnes*. Use the pptm tor 
darts tongs and me blunt end for lighlaf twins. 


Btendtfig Stumps are very useful tools for the 




US lo transform thg drawing Through the use Of 
sofl gradattofis end blended shadng$. Blendrng 
allows you nol only to mlGgrale Strokes but also 
to eliminate the white areas wrttin them. When 
the tones are gradated, a perfect representation 
of Vie object's volume can be achieved. The 
blending si ump can be held m any manner; 
however using ft excessively wilt reduce a 
stroke's v iWancy 


^uercoriipfir.^ grfigine 

uawfi? *-• atmosehenc tffccf, 
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VEJur hanrfCarfijfeSO 
,te very useful to 
blond 1 , shade and 
■sfiaii Tt>e upper pa/1 
Of If* p&ni l? ideal for 
wato starts 


DRAWING WITH A BLENDING STUMP 

Blending stumps can also be used as drawing tools. To do so h rub me 
stump's posit an charcoal powder until it becomes saturated. Then, draw 
with the Wending stump. For darker lones place more pigment onto the 
point, less pigmenl for lighter tones. The final result is a smooth drawing 


There ana two basic blending techniques with the stump: ft) use the 
point lor smooth, intense strokes or profiles and (2) use the wide, blunt end 
for wide areas. Your hand movements should follow ihe direction of the 
model's texture. If working on an undefined background or plane, use 
circular movements. 


/ 


am riQimafy used Id 
fitenp .TfHJsftdjicto 
foOH' a r £V 25 . 



Sending srwtnos pwe art ev^wsceftf, afrrrospfwhc 
eftoef id any drawing Since r? ts on effect tectvmjLie, rhe 
dranrgs do net mquitr a ftgh ctogrm of cftfvfflon 
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EFFECTS FRQU AN ERASER 

The eraser offers a wide verily of effects, ell of which ere not particularly 
complex. For instance, with the tip of the eraser held at e slant, wide strokes 
can be oblained: if held upright. you will create fine strokes. 

The eraser can also be used as a drawing (oof In itself, a medium lo 
produce Ime and lone qualify. With charcoei. you obtain diffenenl tones of 
black depending on [he pressure you apply; similarly, the eraser worsts ri 
the same way, although the opposite resufta. The more the pressure, the 
whiter the erasure mark wil be on Ifie paper. When lightiy rubbed over e 
(one. a light blend is creeled. 



Erasers provide artiste with a wide creative margin (n which lo work, An 
eraser can be used to clean an ores, blend a stroke, piece light markings on 
a darker cotof. or or®# erasures on top of previously laid odors. 


the Graser: 

a very versatile tool 
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THE KHEAOABLE ERASER IH 
CHARCOAL DRAWINGS 

Given Ifial charcoal drawings rely on erasers 
more lhan graphite drawings. It ts extremely im¬ 
portant that ypy knew HOW lo use them correctly. 
When used wrth charcoal, the eraser aflaws you 
Ic add details and introduce light areas. Hard 
eraser damage the paper surface and smudge 
much more than knaadabte erasers. Preferably, 
use soft, maJIaabte eraser* when working wilh 
chalks and charcoal. Kneadalrte putty eraser* 
are particularly convenient because when the lip 
gets dirty, it can be turned inward and mused. 



Ast*e Jttvm tMJrtg used to make i*/moe marts, aasa* 
h™ ms*e. Ofendng tools-. 


W/!h the erasy yew on 
also hie net conroure end 
wort on jrjPrts end roTMf 
values, tfvtog rne 
rtsmmct o mtve ptotonal 
effect. 
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t. This Sequence (allows the 
ewaset technique. First, white 
marks are made on an even- 
shaded background, 

2. Strokes with a graphite stick 
are added to the? light areas; ihese 
strokes will finish outlining the 
shape of Ihe pitcher and fruil. 

3, Finally,. the light areas are 
shaded and gradated, giving 
volume to the objects, 


i Arrays cfaor? the 
; eraser before rsuswB 
! IT. Simply iuL 3 (f on a 





frncwng yotJi I 




colored pencils: 


iove for details 


Colored pencils ere cJeen, practical, and easy 
la cany around, which make them an ideal medi¬ 
um Ter drawing outdoors- Colored pencil lead is 
matte of pigment, a fining ~ usually chalk, late. dr 
kaofcn-and an aggluJinant, usually a cellulose 
gum. Colored pencils are handled pjst like regular 
petals, but offer a loss oty, smoother, and glossy 
finish, Colored pencils aHow you to work with ihe 
precision of a graphite pencil, while al Ihe seme 
line adding color to a drawing. They am soft 
enough to create delicate shadings and cert be 
sharpened to draw intense and linear strokes. 


IP 


immt. 


m 


.% ■ ■ 


CcHorod pcrcih am perfect for apical mieng. 


Cdfcred penc/s. can fie on*cf wseef as sne^renciJs v 
nfituedsefs. n ifus boo*, we ti®9(J/Viisrs'(jLiairy 
cotored panels 
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OPTICAL MIXING 

The rnofil significant characteristic of colored 
pencils is the sublie optica! blends that they pro¬ 
duce. This medium relies on me neb intensifies 
of color tores and on Itio ability lo mi* colors. To 
optical mix. 3 lighter color is placed On top of a 
darker color. Tfte result is a glaze—a colored film 
that gives the eflect of mlxtixe. Remember to al¬ 
ways port down the darker color first and the 
lighler ones on top. Light lores cover tess and 
allow the base color jlhe darker eo*3C|i to be visi¬ 
ble, which Is necessary In order to achieve a 
thoroughly mixed ceror. 


Oofcaf mutng^es grraF resifls in order fo 
achieve chromatic c^pfh, nWf ita cotarsfrtL 
A2 r A3} instead of dimfukig rtrlift tusl ono 
cotonS; 


r?w cetoted porters ioarjxi™o l pajTf 
and obAty to draw pmonissAw voAueh 
asaur the must to produce Ngft- 
res^fonwort®, 
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Urhebo 


ge&hQtztej| M 






fhara sre swi era? fcraas at ctJ&ietJ pends, rt^tise 
differences reside m rfteir feud campoarorK. AJmough 
percentages s-3f>: e Wiitypanejl's pigment t$ 
agglutinated with twain fa r>po of ciayl and n-a*: Cv 
pendb are Hitt mod common and are auaisble n Pard 
end soft fcads-The suflesj stow you to ccfcvffte 
mosteesfy: 


FINE AND THICK LEADS 

There are hwn lypes ol colored pencil leads, avail¬ 
able; 3,5 mm, vtfuch are used lor special works 
that require a tot of detail, and 4 rmn, which are 
thicker and Ideal far wide end intense linos 
and strokes. 


COffl&nflff t HC/mj JM, tfrny prpfjijte we5B Atbs, Yrfecft 
consist mooty on a «Hon«J 
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WATER SOLUBLE COLORED PENCILS 

Also catted watercolor pencils, water-solubte colored pencil leeds are matte 
with coloring pigments that are agglutinated with waxes and varnishes. 

They have a soluble ingredient which enables them to dissolve when water 
is added. Watercolor pencils were created tor graphic designers and illustra¬ 
tors, and only recently have they been incorporated into the Fine Arts, Even 
though watercolor pencils combine two lechnigues kilo one, they are, 
nonetheless, considered a mixed-media technique. 

Drawing with watercdor pencils r! just like drawing with conventional 
pencils. Because of their warty composition, conventional pencils do not 
dissolve when they come In contact wth ‘water: they resist H Watercolor 
penais, on the other hand, explode with color when water rs added. Hatch¬ 
ing wi ll vanish after a wash is applied, but hard strokes will still be visible. 
Additional colors end details can be added after the wash dries. It you add 
them while the paper i$ sell damp, they win Wend into the paper. 



ih £nra drawing, oofcraJ' 
ponds andwaicmato 
pencJs were com twied. 
SVaTvaXy pane* sirwhes 
need not be mecnancaf 

and a^mmeinc. Water the 
fine, thick Vies and now 
Pie shapes Of the tntrtk 
and turn ncfios two 
founded, producing a 
greet gtaphrt- and 
chroma Ifc newness. 


j 

: : : 4 V- ; 


W&lGrmtorp&icts have jfw seme 


nowmer, with a wet tMifitemoke ttv 
pigment di&sPh&s, creating a sran that 
tvrxfj Lvasrtes and strokes together 
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pastels: 


drawing or painting? 


Considering pastels encompass bom drawing and parting prop- 
ertios< it is difficult to link this medium exclusively to only one of 
these two discipiines. This dichotomy is due io the fact thet pastels 
allow for a wide variety of techniques. From lines to strokes, like 
those drawn wfth chalk, to blends and tonal gradations, which re¬ 
semble pictorial ejects oi gouache and oH paint Therefore, al¬ 
though pastel is applied like Ihe previous drawing mediums we have 
studied, their chromatic richness, blending effects, gradations, and 
tone mixtures place them in a category Of their Own. Pastel work t$ 
commonly used to introduce painting techniques to art students, 
There are two types ol pasted soft and oil. 


SOFT PASTELS 

There are three basic ways to draw with pastels; (11 dragging the 
paste! lengthwise over the paper, {2\ with the point, and (3) with your 
fingere. When dragging The pastel', the quality and intensity of the 
stroke depends entirely on the amount of pressure applied. The 
more pressure, the more saturated and opaque the color wilt be. A 
pastel's opacity allows lor an easy application ol hght colors over 
darker ones, With the edges of the stick, Itie artist pqn draw tine 
lines, for detailing, or thick strokes. For covering large areas. Finally, 
since soft pastel sticks crumble easily, you can apply the powder 
onto the paper with your ringer and create a mom diffused 
color stain. 


There ise .>31190 ^s&trprwr^ 
a nch. chiWittfcr, and pttOridT Froh, 


teberrechlllch g« 


Mai 


sc h iitz 





4 $ 


Of EBilHK hare an ofy fenTure and pnmde a 
stroke that is more expressva, a/lhoa^fiess 



to order tty mix the 



war, «»anvsfmsy 
iiWflso<wjnisucfi;jf 
JUponHifM ftTtan 
/hbtwg the cqtof 
stroke twin a deny] 
fuece of paper on 


Oil pastels me a retofn/ely 
tremfify popular among 


artists, given their ability So produce cok: 
works. Chi pastala aro small sticks. 


lion of animal fat w wax prgroents, One So an cnty aggMiiTale, oil 
pasiels are softer, stronger, and less brittle than soft pasieJs. 



Urtiebafrechtdch geschutzEes Materia! 





46 



MIXING COLORS WITH OIL PASTELS 

While SDR pastels am known far Ibeir velvety ie*- 
tu« r &i pastels give bold, imense slmtues. Im¬ 
ages creeled with o4 pastels am ne * ip|& enough 
to bo workod on; hewavw; start wllh Hgfht strokes 
and lines in ths first working phases because 
erasing is noi easy. Unlike pants and Inits, both 
oil and soft pastels do not cover the paper very 
well, unless heavrfy applied, Hatching and cross- 
hatching are aksd Suitable lor the whole range of 


paSteb. For broad eheels made with Side 
strokes. you can overlay odors more directly by 
amply placing one stroke over another. 0« pas¬ 
tels cannot bo Wended by rubbing, but me color 
can be ‘molted* with turpontme or white spins. 
Mother advantage of using oil pastels is that 
they do nol need to bo fined, so you can bwld up 
layers dl odor without worrying that the top layer 
win fall off. One popular technique with Oil pastel 
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Is sgraffito, in wt ■weft one layer of oak* is 
scratched Sway to reveal another bataw. This tan. 
be done with soft paStela, but tbs lire! layer of COl* 
or will have to tie fixed —it is a little more difficult 
and I he effect is not OS good as wrlb Oil padd. 


Mi 



Orvfvtfof rhs dtewnp was mads w,n> rjy 

pasrefs iWty and roe otter ha# *as <tetewrm 
ortpasi&sfiigHf HmyojansMti&vtrmi) 
iworttedfci respond ro |'AJ btant* ngreftsers. |‘B,I 
j^bIWd (buffirp away pods d A SurfoC# lay& 
toei^Gteac^Bftrcd^ed&se^^ <C) 
fitoongi ID) sctimMpg. |EJ nysasfo (TWt 
aophcsfjondcdorj. (F) (G,I Master 

or fLiTjenfi-isd^rtm and W snyponwesfori 
diTfuraestrokes ItesrdfcCh mi mfif to 
IteChwnhg, shovms^af*V*^drtVfb 
(W&njnrco&S, 


Jf.fi 



0 



Svnptolfwmes can 

t»Jfl|»rprSf(K) LViO 

jy^nfcctort. ttycu 
i*amrart ejonfnf *e> 
CdrlfWSf WJiO (w 
fsae* ground; wort 
adarit'foned 
0ac*gn3und; 
ft/, b^nptsd oobs 





different 0 rawing papers: 


different characteristics 


In addition la a theme. techmoue, and medium, 
paper is also a major protagonlsl in a drawing 
The drawing's final result will vary considerably 
depending on its COk* end whether it is smooth, 
rough. lilicK or thin. 


CHOOSING PAPER ACCORDING 
TO THE MEDIUM 

Each medium requires a pamcu iar type o> paper. 
Smooth-gnnod papers. wth an extremely fine 
tooth, ore hot pressed and come in a wide range 
of greys that maKimire the quahty of Wends 
when working with- graphile pencils- Fine papers 
are also Suitable for detail drawing with colored 
pencils. Medium-grained papers are appropriate 
for charcoal ana c hmk work because they mialn. 
the charcoal and chalk pad .eioa, Laid paper is 
traditionally used For charcoal work its lecture 
enables the adsi to draw fluidly and 
blend shadings- 



A lough pap& Omais the 
trace of ffie stfafea. gvnp a 
giarajffifsd flppe.wancic? 


tn s/rwUnp 





JS 


SWOCM&tinXt p&C r- wtfj a SlYt foot* 
is more aftfTCpri^te for grepWeor 
cctoretJ pencil ttowrgs and tor 
mafong sketches, 


COLORED PAPER 

There am many brands of high-quality colored 
papers available. In order to create a vibrant 
effect, you should choose a paper color that 
contrasts with the dominant color at the drawing 
you are about to start. To achieve a harmonious 
effect, choose the closest color to the dominant 
color of the drawing. Colored papers are avalf- 
able commercially in a wipe range at textures; 
therefore, you should remember the effect that 
not only the color but also the surface will have 
on the materials. In addition, colored papers 
allow for while chalk outlines. 

PAPER WEIGHT ARP TOOTH 

The heavier the paper, ihe thicker and more re¬ 
sistant it will be. It is easy to perforate very fine 
paper with the point of the pencil when drawing: 
therefore, low weight papers should be used with 
special care. Fine tooth papers show a pencil's 
varying gradations, allowing for (he creation of 
shadings and for clear, high quality lines. Rough, 
paper, instead, breaks Imes and strokes, giving a 
discontinuous and fragmented look. This typo of 
paper also allows for rugged shadings, which 
give the drawing a much mom atmospheric af¬ 
fect. Pigment particles remain fixed to rough pa¬ 
per. in the grooves of the granulated surface, like 
small color Specks. This effect allows for the re- 
flection o( the Ughl of Ihe paper, which gives Ihe 
colors more translucence. 


tad paper is tramona/ty 
used Jbr ChamcMi 1 mx* 



Medium -gnuned and rough waJemOlnr paper fro vrde 
word oner got nt: stetorng?, ro the rt'iwyng 


Frie rtlKJum ratiUHB Offered ty 
Das* paper ft ids* 1 for atmost 
UK of tt\n &y MCtWkjuos. 
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brushes and inks 


rawing with brushes 



is the first step towards 


drawing with liquid techniques In principle, 
working with washes and strokes is very simple: you 
just add water to a odor with a brush. Whether you 
are an experienced artist or not, you will See that the 
effects offered by the brush and quiP pen drawing 
techniques are closely related to those of drawing 
This creative medium allows you to combine |me with 
areas ot color and tone. It can be used m mono¬ 
chrome or in multicolored drawings. Experiment with 
different pens- Try an old quHI pen. a modem fountain 
pen, bellpemls. or technical pens. Once you ere familiar With an the possibilities 
this medium offers, you can begin you: study of Color and Its techniques. 



5? 



Oospiio trn> tact that th& wash is watereolor or ink. this technique is inti- 
inausty' related to drawing. Wash is a simple technique, ll consists of loading 
the color on a dam d brush and faying it on the paper with various amounts 
of water 1 o achieve light tones in lltuminaled areas, dense tones in the dgdc 
areas, or grade lions to blond in with the background. Before beginning to 
draw with twjuid media, we must learn the basics of the monochrome wash. 


the Wash: 

a range of tones 



Tho brenhs iroiijos, ar grudaSons cnaa.od 
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TOME VACATIONS 

The lora of a wash depends enimfy on the 
amount of water added to Ihe cetor on me 



palette, The smaller the amount ol water 
added lo the color, The darter and more 
opaque ft wiN look, and vice versa. More 
watery colors are the lightest land most 
transparent; Itna mahM il MSy to imply that 
while does not exlsl in the wash technique, 


Thor? m3 tf wafer to (he jnrfur sran, draggng tne orusn ana 
ejdnnting trie wash. 
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FJaCflCS mating iTDrtS 1 
jjnWSfcyts m MX? to 
sew tho rich shadings 
dhai was/ra can eVter 



EXTENDING THE WASH 

Wash allows for wide gild rich tonal gradations. 

In order to create these gradations you should 
Slain the paper with a very saturated and intense 
cokw. wash the brush, with water, and than dis¬ 
solve the color over the paper, As it slides, the 
color expands through the dampened area, since 
the water on the paper transports the color, As 
you extend the color, the lone turns, lighter. The 
more times you repeat this operation the lighter 
the tones of the gradation will become. 



1. This simple example shows th# easy axecution 
oi a wash drawing. First, draw the outlaw ol 




When wortvrig wflh 
washes, (l is i rrtwryK a 
pOOdidOPlohjt^na 

pioco of dbift handy to 
rwticvtr any excess 
rir, rh£ lviV ke^p [he 
Etnlro from sprfXI&ng 4# 
Over Hie paper and 
iosno precision. 


The best way 10 learn how to extend a wash is 
through practice. Start win a very simple exam¬ 
ple: a pear. After making the pencil drawing, the 
fi rst stop will be to outline the fruit with Che tip of 
ihe brush, with a constant and continuous brush¬ 
stroke. Then, apply a vary I igtnt wash m the inner 
area of the pear, leaving a small white space. 

Th«s space will be the reflection, Before the wash 
is dry, add a second wash, with a much mare in¬ 
tense tone. When painting over the damp sur¬ 
face, the tones will mix rapidly. Squeeze the 
brush end help distribute the tones with very 
light brushstrokes. 


3 , 


Finally, add new colors to better defino the 
light and shadow effect on the 


2. Then, wrth very diluted washes, begin to slam 
the inner section, extending the mtar of the initial 
outline. 



itfis case k a SufiMSSC *t 
of wok wttr « snp# (Xa- 
n ttv IW# P3*< Of tf*9 
(trmniQ. WOftw/iJw me 
fortes #Kn 

other mins ctawng 











In wash, It is very important to be able to manipulate (he brush correctly, 
being that it is the most aynmon drawing tool for liquid techniques, AN 
though wash is classi1>od as a drawing technique,, the brushstroke is the 
mam medium used lo create stains, values, and strokes. Due to 1 he rapid 
absorption, of the brush, no other medium can compete with it. The brush 
empresses movement, light, and atmosphere; however* the artist needs to 
rety on his or her repertoire of techniques and ability since wash cannot be 
corrected and the addition or too many lines w.ll create contusion, alt of 
which will damage the end i£$utt. 


flrushsirote atow tor 
repel 1 strokes tvftfr ember 
a iSrnl rr wOvyJiritT fA B, 
Q- Washes and various 
*jnr/f or fjfflecis can 

do 45ppHcd. when mngo 
frttfn gradtafibrer to dry 
brush appScaftons i D, t. 

F,G> 




















UNE WITH WAS+I 
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tt K necessary to have a 
variety# brushes *1 
otter to atiiteve risers & 
cwstetwkQ orteear^. 



r?» brusrt etafttes 

you to ljtwiJo Wm 
ttertrufJon # a dart 
stfKutefra Aon a 
single st.m as wort as 
to oulina the contour 
oi the shapes fr&n 


FROM LIGHT TO DARK 


Brush drawing begins Inom a completely trans- 
parenl background in which the value work b al¬ 
ways made tram light to dark; this means that 
the tonal additions should always bo made to Itio 
lighter tones., and not vice versa, Therefore, it is 
extremely Important to establish from the very 
beginning the work areas cl Ihe drawing. This al¬ 
lows you lo obtai n an exact measure ol the gray 
tones that correspond to each area. 


Among (he walsreolor techniques, linear wash is 
closer to drawing than painting because it has 
the same characteristics of drawing; mono- 
chrome' value: and the corntmatior □( sfrokes. 
lines, and shapes. Through wash you can come 
to a truty drawing-1 iko understanding of the mod¬ 
el. alternating the brush slain and the line. Be¬ 
cause or ils purely drawing-relaled character, (he 
wash enables you. besides applying chiaroscuro, 
(g outline the volume of shapes from, the direc¬ 
tion ol the stroke on the darkest areas. 


if you praerjoe rmfeng sfrofajs wan toe ivush on a 
d amp twJ-.grpiinrt, rh° Irrn Wirt fiJtpflntf. [xpdr.King 
miereswg pefonar moots. (H. i jj. 

H&sfteS on a damp surface prodoze airwospbenc 
(ones, i/sefij* when jwinfinj rsuty or foggy tarKKcopes 
f K, L, Ml The same application of wash Uwer a dry 
surface wrt produce more moraa .sDnoios. tvnere JfM 
pqpor's tooth wtiir reman- u'sntife fWj. 
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nks: 


strokes and effects 


■ he stoke is the basis of drawing, from this simple gesture or (tie paper, 
volume will be constructed by modeling lha shape, caressing the paper with 
the med«um, or simply by drawing the shapes with a clean and direct stroke, 
If wash, as explained before, allows for the location, of the various planes of 
the model according to their tonal values, drawing wllti a brush helps to 
make the object's outline stand out against the background by 
creating contrast, 




BbtSAida ntfisa mar® intense biack th an tifec* 
wafercofo has prefer torsi richness, and expands 

moreeasiiy (A B, Q. 

ywien chsunnpvwthemjsh, stiffing id seans 

depends any arc the hand mavsmenf and the amount 
rrfpmssLrtrpactMf on thenaxs |Z>. E. £ G, H). 






Once you tuTdarstand Jfat? basic 
prfncfl^ofvi^arid'reifim Id 
nandfc tho brush, |rtxr wf bo obkt 
to produce interesting sketches 
by aw&ffingr washes and 
strokes. 


A ffiie and fo&tJ Prosn offers an interesting strode 
range. Suparvnposng hatchings of afferent cOkXs 
crtHtes finghr and mfcvibf effects (I, JJL 
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THE BRUSHSTROKE 

The brush is a very ilenible drawing medium and 
A m&iot to handle man the quril pon. You can 
movo brushes «ry rapidly end flukJiy. K you vary 
the presaure on the dp as you draw, you can 
ach*BV 9 lines 0* varying widths In a single stroke. 
You can easily shift direction by bending and 
rounding comers, where peocds and quill pens 
would tail to dD so. A round sable brush in good 
condition transmits stroke, rhythm, and modeling 
id on* stroke. 

In brush drawrig you may um one or. at (be 
mast, two colors if more tones are used there 
wilt be mixes on Ihe paper, which wifi produce a 
mingling Of Eha shape Duttine. This limitation in 
the use of color is compensated by tha tonal 
variations deriving from a 'higher or lower” die- 
solution oi color in ih# water. 



DWfrenf ifrohe pcmtitflta acton* tf rough sw&ng 
preV5.jfeer^rnOdalW>ioririefiaraaga^ me paper 

(Al A tine tvushsmxe wm The Crush's end 

IB./ A ivadff tvLrs^s.’ruAe ay picssihg tanrfw (Jrr ffte papor 

(dA H^der bruSfftjrro*erf >ou flarwi me hans agsrisf 
merciper 

(Df A skgfitfy damp trvsft appfed m sport and raptf 
sfroHos wtf gwi me iiMturo oIfecr of a broken One. 


' 

I If your wer* nvoJWrS ft 
| *r offhc*co*K the 

! flirirtK niY ruvfrti ft* 

j papar’sgwn. J7m 
I trirs/r rtVf nof A>v 
i msAy and wiff taave a 
\ granulated and 
l dtscanHnuaus dace. 
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sanptes ofaqurSpon 
and rtf attnwng: {}) 
parafe), i'S.I ogzag 
hatctmg, (3> sptra) 
dalctwg. (4) n*ved 
hafcftng. (S; erass- 
daicdmg. and f&i Eptni! 

sftadfyg. 
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Combined with ofiw media, washes, whether made with wafercokjr or 
with inn,, aiicw for countless effects, which may make the drawing more aes- 
(hebcaHy interesting. In these next pages you will be introduced to some qi 
the most common effects that drawing professionals use to create texture. 


Washes: 

effects and techniques 



APPLYING SGRAFFITO 

Sgraffito creates while marks m stHik.es mi dark 
backgrounds. This operation should be done on 
a recently panted area, while the walercofor is 
still wet. There are two ways to ■‘open" these 
White strokes- One IS scratching elrongjy and 
(irmly, using the edge of a brush handle; The 
other way is to use the tip Of a razor blade or 
cutter. The strokes made With a razor blade wilt 
be deeper, thinner, and more intense. 


SaX produces me neflesd 
tortures. Spmxle saiT on 
the wef wash and war? a 
tow rrmtifBS tmfli you 
Oogur? ro a?tr srraff movks 
fewrthg Wt Che Surface. 



fr> ml& s> apply a smear (sad (he Push a 
smaffaffla/tt of wafer It fttftosve a bnirte. and 
LiJtXiri&nLtkLts rrace, wfned w4 g>ve an nfflresmg 
to rfu/o tWbcf to yorj^rJawng. 



If you paint a regular, rml-lone wash arid, while it 
Is still wet, spnnkis a Irtfle bl of oooktfig salt over 
rt, you will see. as the wash ones, the grains of 
salt absorb the pigment and produce interesting, 
Eight blended stains. Once Ihe paper surface is 
completely dry, you can easily shake off (he satt 
grains. 
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After appfywg rtw wash 
you may sao mar, wMg 
frvs wpor aCQQiis tfie 
CCkx. ItawHjrtB 
rear and teeortw 

ClflWViflSftter. jMdtJCrt 
JSn«Mrl8S£s^ Sffocf 


TT^waif 

kftf ABBS? 6f» WflEft 
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professional 
stroke.,. 

One of the main 

challenges for the beginner 

is drawing long and continuous lines with |u£( one Stroke. People 
who do not draw regularly have 1 he habrt of drawing in a stale manner, 
placing their hand firmly on the paper, the same way they wrrfe. 

Th>e hand of a person who diraws should not nest on the paper, but in¬ 
stead should move and sJkJe. brushing over and caress mg me paper. 

The secret to a prolesswaf stroke Jlw in Pie motility oF the hand and the 
forearm, trying to make them work together as a Whole. Td be successful m 
drawing, i is fundament at to acquire the ability Co draw corJEnuous lines with¬ 
out lihing the pencil from the paper, la know how so hold a pencil, to train Ihe movements of the 
hand, and la master Ihe basic strokes. Learning all of These skulls will allow you to obtain the most 
from texture effects and will gnra expressiveness to your drawings. 




ay 


t 


raining 


the hand 


To reads* a orawirtg spontaneously and wild a variety of strokes, you need 
to train your hand movements, You must a i w leam the different ways to 
nofid a pencil and how lo contra* the arnaunl erf pressure you exert an rt. 

DETAILS 

For precision and detail work, nofcJ the pencil as you do for writing, but a bit 
higher towards the end. Holding the: pencil Hits way gives mobility to your 
hand and flexibility to your fingers. 

tmc.ll held ingide your hand, you can make wide 

3 'Side nr up“and-down movBmenl nf Ihs wrist 

sjss^' 





Slanting the Pencil 


SKETCHING 

Sketching is the form associated most olton wilh 
a rough draft or a quick sketch. tt Is also the 
phase In which the drawing is iirsl tried, espe¬ 
cially when workng m relatively large sizes. By 
having the point of the pencil slanted you will ac¬ 
quire faint strokes that are easy to erase. 



□ ^5 degree angle wi 
produce a very 
intense and regular 
Etickn. If you slans ih 

fundi more, say to 


MASTERING THE STROKE 

Any drawing beginner should investigate and be¬ 
come familiar with the variety of strokes before 
starting to work. Tbu can do this using the seme 
pencil lead, the sharpened point (for fine 
strokes), or die side ol Ihe poinl (for wider 
strokes) Simple linear drawing is the most diffi¬ 
cult approach because the artist has to create 
tones and textures In the model without rescuing 
to shading or tonal gradation. In the hands of a 
skillful artist, the (mere line is capable o! depicting 
almost all ihe visual effecis trial a drawing can 
Present. In the following pages are some practi¬ 
cal exercises for you to practice making strokes. 
Mastering hand movemenls, lines, loops, spirals, 
circles, and ovale will start you on your way lo 
becoming an artist. 



















CROSS-HATCHING 

Cross-hatching consists of a series of parallel 
lines crossing each omer af an angle. These lines 
can be strait and systematic, or freer and im¬ 
precise. The closer the l«es are, the darker the 
shading, which wiH allow for ditlaren t shade 
tonalities in the same drawing. Cross-hatching 
does not have to be done with straight lines only. 
By crossing curved or wavy lines, or doodles, 
you can achieve a wide variety of effects- 


D RAWING LOOPS 

Wrthi a slight sianiing of the pencil, draw several 
loops swiftly, as if cracking a whip, If you do a 
gradation wilh kjgps without lining the pencil 
from the paper, you will have spiral strokes. 





Vary the Pressure 



The MfiflSrty std 
quaiey ot una line can 
bo changed and 
confrcM accadna 
10 Siel iwd ness d I he 
panel, howshwpjl 


is, and the amounl of 


pressure you apply 


SHADING WITH SPIRALS 

Some of the most interesting shadings and gra¬ 
dations are those made wilh smell circles or spi¬ 
rals. just draw smelt spirals, resting the point of 
the pencil slightly slanted on the paper and turn¬ 
ing the pencil as if craclting a whip, Filing all the 
space gradually and controlling the amount of 
pressure on the pencil witl produce a homoge¬ 
neous shading. 
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clutomatic 

drawing 

The most Interesting worits in any artist's port' 
folio are usually found nol h tits or ter finished 
drawings, bui in Jnts or her sketchbooks, Artists 
express themselves m Eheir sketches. regislenop 
ip I hem ifie most immediate impressions pT the 
wDrid lhal surrounds them. 

Doodles and random hatching Eire strokes 
made «n a quick and hesitant manner. These are 
stromas that the artrst makes automatically and 
mlunivety, as an exercise m expression Artists 
usually turn to itiis technique when they have 
only s few minutes to make a note, to practice a 
loose, spontaneous stroke — with no academic 
concerns - or whan they want to give Ihs draw¬ 
ing a more expressive affect. 

Anlsts use doodling as a form of shorthand lo 
include tfilormatiom thwr sketchbooks: rt 
should be developed m an intuitive. puitng fore¬ 
most the spontaneous aspect of expression. 



2* Add new strokes 
to the previous one^ 
Ihistwne varying I he 
ere 3 sure and the 
width of Ihs line Ip 
alert establishing 
several values and 

1 he forms lhal stand 
out the most. 


3- Pnafly. you can try shading - one cr two tones 
wilt be suffcienl. The drawing must no* be 
completely finished: rt should remain Somewhat 
sketched and imprecise. 
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Auromaflt dwwjg performs Mu case 
ibncCdns; anero/swig (he control of the arm and 
financing the a£^£ny lo caofi^e and translate 
the Ivb mode/. 


COMMAND OF EXPRESSION 

Automatic drawing allows imagery to be transits ■ 
ed to ihe paper through swift and spontaneous 
movements. A gesture drawing does not try lo 
describe the model in detail, but uses confident 
and wide strokes to capture its essence. In this 
type of drawing, spontaneity emerges, from the 
vivacious movements ol the artist's fomanrn, 
while (he theme is translated through rhythmic 
and dynamic lines. 


Fha rKju'rod swftnoss and' spontaneity aitow the 
t&vcfcvjrnatf of a vtvadous and accurate fbe. 


The (jsitvg shoo*? nor Em ctwpteW/ earned 
out; it sriocjJa sunirarizB too Jfieme n a fe*v 
sirotae and tonal cornb/nalionc. 











i * 



improve pencil 
control. 

Controlling the 

pencil is important not 

Only Eor these who pencil drawing as an end in llsell. bui also Tor 
palters, engravers, and sculptors A line's quality is an important aternenl 
m the finished wort,. The lines may be wide or line, stralghl or wavy, with an 
endless diversity, Only in technical draw ng are straight tines with consistent 
widths essential. The weight and width of the line, its fluidity and ils tfwath 
ter. wfwlhw continuous or disconlmuous, are alt devices that can creale el* 
leetive visual iPusiens In a drawing. 
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J. - ^ ' 

spirals, and gradations 

■ J r*Ce you have leared the basic stroke* you art ready for bottoms mat 
wil teach- you tb CdfrlrOl the drawing tool. Perh.at» wnal 5 most oiffscdt for 
the beginner is managing j fsnm and continuous sWKi, In tact, nary people 
who have new drawn uaUBiy mates hne wrftl short. -Hjcceaaivw sCroKee. 
liTOng 1 he pencil each time, drawing first sne tine and men another and an- 
brhec ihe problem is 'has they r«r me* hands on the caper m the same 
way 1 hat they write The drtwrtg haw d0« not rtM pn ins paper: named, it 
should move, slide. and caress the pacer 


Iff A SfflGLti $TOOKE 

Y&uf f>rai goal vri# be to eoaui** the ship to dm* oonftnuoue n« without 
Ilt16ng the pencil or stopping your hand, To scrifore thi* you wfl >snm to ncfct 
the pencil just as you would lor writing but a litt* hgbsf ua towards the 
end. Hold the psntX on a sianl; the mm* th# slant the mom fluid, ■onger H 
and JHder your strokes ** wt Now. bareiy pressing me omh or the Dancii. 
draw several straight diagonal isrwps. Draw some akiwiy ana others iighriy 
Try to moke fro space between the ines even Then practice hatching wtfn 
vertical and horizontal lines, without lurtung the paoer anotmc bus atm keep¬ 
ing ii verticar. draw vertical lines and then cross Tern win iionzowai Ir-wa. 
fry to leave me same space between m ct me ‘ones. 


frio Pegw* / ■- " i-. - F ■ sifant iv<w. 4x*rt 

*ttdkm. bln afete iPtfr iw ;«w • nod iDfonfipl Pe 
" tf-i r I- .- i'v "• I- 


f - ’ |T|* > h -:'i 

|'- ■: V? 'I i-,1' 

:r i • 1 '■ < ,v ■ Jf - . . S ' u ? 't 

-!•■ 1 -t r -pie 1 

m 


r'-yt’-.wf» -nr-ss- 'ddagora'stt 
frws n f- r»3 , '£'fr«! P’l *f«yW' ! a fre 
S!»«« <»sfi*x:e ^eween ffsenn net«*» 

Jftl ri- r -' i** 3 gfif T 


VeSClt b-vJ -,.■ h^-. —.I 

“ry-? .'.d,-4 WT.e they htfv* rr- se 
psrthmvKt * V-je-r v .nr me aga 



/ 
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Fit n MS gflcmaiPc farms wrtfi 1*390111* fNyyoftlaf 
6f as, and w£h &H&& Up attune tJaulBftfy vi contfoSng 
ewcatu&tetfJtne. 


LINES AMD GRADATIONS 

NPw draw a series Of Simple {jWmeirit; Forms Of 
drtewil dimensions and Ml them in wrtb the 
nalctimg, loops. and sp*rai!8 1 ha) you developed 
on Ihfl previous page. Voyr $oai 3 to draw Ihem 
unHdnrily, Drawing squares, circles, and Wan¬ 
gles or ^rferenr sires, repeat ft» eaerpiw again 
but inscribe Within the rorms several gradations 
of various fengihs, n diagonal, vertical, and hen- 
zonlai directions Repeat ihese eKanoses several 
fimes. Be aware me) by practicing you win 
achieve [he control qF the line from beginning lo 
end. which will allow ypy Ip tie confided later 
when drawing forms. 


AiflihsfBJwwiWig 
vastcm consars *► 


POM. The 

cfcunforenca sMtAJ 
Pepe rtectand 
MrXsut mt&ruptmi. 




iUrfaOe ^PtSTcm within the gsomelhc farms. ftcAhig 
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in drawings 


THE DIRECT]ON OF THI STROKE 

Nol arty q the irilermty and I ha width of lha 
stroke important When rt dttuM la {frawing. but 
also the direction you gt™ t£> Ihe s1rc*e In Other 
firurJa. the way the fcnes are drawn form lh» py. 


A STROK I FOR EACH SURFACE 

When «tka'\ ring a model, yw should Keep ai 
imirnj tf>fl difeclwn of m* hnes at arl times. In 
oltier word*. hat stefacM the strode should 
be stra^m. on curved surfaces it should be 
curved Ttr evanipl*, ei a drawing of a wheat 
Md vertical line* would ntoeseni grass and 
some dOQdlH would represent the vegetation's 
Hud*ire On the other hand, m a drawing ot a 
f»mr*e crons ■ hdtrh^g wOuid Successfully build 
up H*? *vlimie of the twn and walls. Cki cyfcn- 
dnc# Attun? 3 L the shv*e should #hve 4 op them. 
\Savv stwpknet g-\* Ihe natural aociaar- 
m ve of peec*e anil an-mal haw Ateci ta^e into 
rtcroi.nl Ibrii can be grouped topefter or 

screed cut to ri rH,%e*e'H h^htRxt WtJiiv. as 
a? thf oiwit tevh>e 


hnj Posr ivfa if&frit&Td .'ho pi 
vwLr vo k tfruugh tfm tfretr.cn o/j 


-echtllch gesc 


ra 


A STROKE'S FUNCTION 

Ttie Function of the strode wDI vary according to 
ihE artist's needs. It sen be used for shading, 
iTKdefing. or toning, or it can have a purely de¬ 
scriptive ornamental role. Tine combination of dif¬ 
ferent kinds Of strokes In a drawing creates 
cliHorem planes In a drawing. A well-drawn 


stroke recreates the sensation of volume In a 
drawing. This hefps to understand that in nature 
elements are not simple spheres or cylinders, but 
present very irregular forms composed of 
different segments. 


A StflQfre ShDtAJ fMrtr 
ae broken or^poesr 
WMr&ni.'Alsa 
unnecessary 
towered strokes 
shotAJ fie avoided. 




C 





G 



J* 

__ 


kVtien drawing a 

medof. yoo stxxAJ fie 
aware of dws dttactian 
Ot IN: SfrUkSS fc> every 
area: 

A. A (kiiturttg sfrofw 
tv the vegefafibn 
B Spu ate lb recnee-re 
dteprwxxis cfcwos 

C. Curved sfickos fa 
increase me 
rafijrrifl of r.Ne 
rocks 

D. Wavy tones fin the 
roars- 

f to lens a r*i f 'i W 
sfiofces«jr» 
shutters 
f Strmght 
perpencl/ctilaf 

sfrokrKon rfio 
(bcade 

g. stiff owidte ro 
etggesfffre tree's 

















Oatching is a technique thflt ig used for draw- 
*iq areas of tone with fine., parallel strokes. The 
closer the strokes, the deeper the tone. Similarly, 
the amount of pressure exerted on the pencil will 
detenrirna the intensity of a stroke. Hatching and 
cross-hatching techniques lor building tone. 
Practice drawing them, since each pne provides 
a different finish, to the drawing. Graphite and 
mechanical pencils are ideal instruments for 
hatching. There are several ways of making a 
type of Stroke or hatching, according to the ef¬ 
fect you are looking for. In just one drawing it is 
possible to use several different hatchings, alter¬ 
nating shadings and colorings. 


Successive srm*es 
create fetching, which 
gives vokjme me 


f^tohirgS can fa modtf 
wirn frie or .|hfc* srmfces. 


tfw strokes appeer 


latching: 



possibilities and combinations 



Htrchngcan ccnsisr of 
s&wgfir. curved, or wavy tones. 
The importmt Wng s ttm 




Ml 


Tht> tonal result of the 
rMi^FTydepBOdS on fwo 
Pasic tacfors. (At me intensity 
anrJ the mcknass- of the Jn@ 
and ;Bj the space dotation 
fhem, 


in s good draMjog. A is 
os sen i 1 a 1 to vary Che type of 
strode or helChng accwckng 
to the surface t&irfunp jtiu 
w&nt 10 ft 
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CROSS-HATCHING 

Cross-hatching is a series of parallel liras mat 
cross each other at an angle. These lines can be 
straight and systematic or free and imprecise. 
The closer the hatching, ihe darker the shading 
will be. Cross-hatching does not have to be 
made exclusively or sir&ight lines- Crossing 
curved or wavy tines or doodles may also 
achieve a wde variety of effects. Likewise, you 
can modify the tone by varying the angles at 
the lines. 



Bstow on (he ngHi-hand add Ot Vje page are tAfferent 
sampfes or cro&s-rwtcfwig. CepewdiTig on tile dagrw at 
ncirwritm of tm ine and the quantity or sMoarimposscf 
harqftrig, we have: (if erossirtg at art angie, cm of the 
matf cormKrty used; fJj-pepencjici^orossiTg,; f3J 
<togw*ii ciassng at fight angles,- 14} tnp'e crossing at 
ng Hi angfes and cA^onarty,' J5J quad rvpkt crossing. 
wtvcfr sj^penrnposfis a fSagona' cmaEitig on the 


perpandca^rcroashg; and tnpfe CTOSSw^ 





Ci 


Tjf.e a look at su/ntr of 
Jfw rus terms you hate 
txjoiT stiocjyii^ m a 
dmivihg. TTio ranofy of 
crvss’fratehmus a*ows 
>ou to obtain d/ffer&ti 
gr&Xtfions. feKtLTOL and 
SUrtiCCS in a work. 



ineoericnhlli sch il-6 • Mo rio 
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TONAL VALUE 

Tone depends on the amount of pressure you exert cm the pencil. Applying 
more pressure makes the tone darker: with less pressure the tone is lighter. 
With or without hatching, each shading presents its own tone. Halching wilt 
be darker it it is denser and more pressure is applied to the pencil. You den 
obtain a tonal range from exerting different pressures on each tone. You 
musl also taka into account that the stroke may be darker over the light de¬ 
pending on the pencil's hardness. Also, it you use a sorter median, the tone 
□i the colors wilt be more intense. 


Uhryng tfw nmctnr at 
prvssum on the pane* and the 
n**no»Q#ite*ie 
■danemfies the rone or rfte 
j/weinpard rwfi^^ n JM 
j*awihg >oucan saee 
sample ftw kariahon p Pw 
ntonsty anti m rha sprciing 
leprosont tfw drflbranf pimos 
iiff* landscape. 





























Iq achieve s ihree-dimenslonaf effect. shade win mgs, tn tbs type of 
■sharing the succession of juxtaposed rings creates the Illusion volume in a 
Cylindrical object. The application Df this type of Shading depends on [be 


L’Vnan Acrtang wdb Ansar 
jechnques sn chafc, if e 


pflate for sketching cylfidncaf of ssmlcyhndrieiif bodies. 

in this example, the trunk of a tree, a cylindrical shape, can be represent¬ 
ed with curved strokes In the form of a C, The texture of the shrubs can be 
represented through free and superimposed strokes. 





C 



(flffic MM* 


D 


■xjjjyuviJM i mpiHiJ^JVai m 

muMAm 

^ubwnriBiuauiuuyjuy) 


mmm 

mmm 

wmiwi 


A. fir# itrc *05 fto^i with tocyis , A tpnaorso is JO 
pracfte tfiis JweeefeuviiTdfr sro*# 
a ttki wfl grarfrafy cbfan) gneflier oonfrof Of [be 
sflnoAce. A swrff wtvp-Hke sfroAse sbtxrfct suffice. 

C. VVfr»? >™ Have enoi#n practice nou antx-Ad De sOa 
Jd pef&jn tHe ifnjr sfretes without lifting the pencA* 



D-Hti mporfflnf (□ practice SCWnl SlrijfttE, hotiaontatt 

tiagon^, eft. unWjou;«^ii^Jrieces^ 
cyAnswcaf enscf. 

& Practice any vanani pf the stioAw, aNvays tahog siro 
account rf» intensity of P» sfratte as waff as its spb 

F. if you need to cfaw or stiafc !h qu iddy. use a more 
carefriw streA,o 

G. TJfcr ting sdolre itfcws you 10 jjiro a suTHrfdn Of 
vtWAme (oao^^i^bocyifAou^idrsub^piS'yor 
curves 
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pointillism: 


a divisionist technique 


V — 


AcninWtem of 

jwftance. Qt/femnl tonal arras am 
arJbimxl wrfft rtwtse dote 0/ by (te&msrtrg 
too dfctancw £efw«n thorn 


r Dinlillism is a technique n. which small dels of 
color are -applied lo I he paper in a way that* 
when She drawing is viewed from a distance, the 
lights reflected on each one of the individual 
soots appear to blend. Thus a unified effect is 
achieved, which provides an attractive texture 
with very uncommon ejects. In the pointillism 
technique tonal effects arc achieved by combin¬ 
ing groups of points together an agglomeration 
of d •Rerun" particles of different colons (hat inter¬ 
act, The quantity of points wi& automatically be 
interpreted as tonal areas by the Observer. This 
drawing method became popular at the end ol 
the nineteenth century with the DrviSioniSJiS, who 
i nterpreted nature through juxtaposing tiny dots 
Of color to provide the model or object with an 
even distribution of light. In monochrome draw¬ 
ings. tone! areas can be achieved by combining 
dots or small strokes of different sizes and spac¬ 
ing. By altering the size of the dote, the distances 
between, them, arxf the amount of pressure you 
apply on the pencil. It is possible to create a 
complete lonal range, 



Hrtiih a very sharp dnxi &opftib p&rd. Cfean nod 
l*utVfTT> ponfAlSJ shading can afyafriecr. 



>0(1 can croato tonal w™r«ns toy varyng fhe 5FB of fhe 
OOfS, mtonzifyfig pcnct prosst/rc, and compressing The 




mw 
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Gestural 

O an 


and outline drawing 

Gestural drawing and outlir» drawing allow 
you to represent the model with linear., sinuous, 
and carefree strokes. Artists resort to this tech¬ 
nique When they want tg Iprm the rough basis of 
a more finished work or when they want to give 
the sketch a more expressive effect. 



Wharf tkawnitg a (ant Scape, ifm etowfls rsarfist to 
yicw shotnldbe repuessfifed write more intense, marked 
strak.es, white the stoSkos shOuto tte scftor and 
iWipre&se*? toe areas iadher awa*. 



Random frafe*™* stows you to d^sewwsr fries on 
top of one another to describe tha profile of a fruit. 
Thai. Che arm saftcts and etopftasttss toe one toaf Is 
mosrdefrifjg 


GESTURAL DRAWING 

Gestural drawing ks made with quick, nervous, 
rough strokes, which the artist executes krtuitwo- 
ly as gestural training. In this type of drawing, 
spontaneity emerges from the vivacious move¬ 
ments of the artist's fonearm, while the theme is 
transited through rhythmic and dynamic ines. 

Gestural drawing is a good method with 
which to begin drawing. Even il the strokes seem 
to be made in a nervous and casual manner, a 
certain degree ol control must exist. Artists use 
gestural drawing as a form of shorthand tp in¬ 
clude information un their sketchbook. This tech¬ 
nique could be applied when working outdoor 
or with themes thal require the artist lo draw 
quickly, such as a landscape where the weather 
corvditiofts are changing or a pedestrian area 
Wilh the constant movemenl pi peopfe. 


Look irt Che appfcaliOP of the defwktKwt in ffis urban 
view. The elements m the foreground appear fflcM 
streammed and otorfiweor7fp/ias^ rn,^ pwsa n the 
fMCJigrOynp. 
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OUTLINE DRAWING 

Outline drawing describes the model through 
Dries that outline the Object's profiles. TtVS linu 
can be compared to me contour Imes In a nap, 
ir> wbeft lh& graded toes represent the fei»f of a 
landscape 



A 


Of slrohes fwigprouH, fins, short, or king), the lim 
ere combined to describe a pteasingi scene. To 
attain a thread intensions I fefSftCf In the COfllOUrsi 
of the drawing, n «s necessary to vary the quality 
and value of the strokes An isc&iied hne may be 
ambiguous, but if its mteneity varies, it may 
Imnsmil the ittusion of space or volume, evert 





A UrtHf is lifrY) 
ORMing, it & a 
tftfiwtig iBcfttquB 
tfoal corase ih noJ 
tooUrg at the paper 
wWtc*awrfi The 
eios rtvn»n foCuSttf 
Dft jf» fr«yjwt 
trip £lr3wS ffw 

conftvi on The 
Pty*- 



£L3ns Otawng bmg% ft' a 
nap 5 contour fines. The -VkiS rinf 

3rtV dtDCnOCl tfip Qfpfaj Of Jr*! ft/jM 1 
BuT afcc< jrw [kkOt :!*; Hgtif 

*xJdair. .irws 






0 rawing 

proportionately 

ObjecEs bial are part of an ensemble require you to study their 
passioning in order to construct a proportionately balanced draw¬ 
ing. We do ins by first setting up “boxes" to dating the he#ghtand 
width of the different objects inacornposrtkm. You could cell this 
beginning phase the outline sketch; rt will be used as a preliminary 
composition Ihroughoul the rest of die drawing phases, 



A .t-j a pood 

rt l'j ivhrtn 'if.wing an 
OhOCt. ffy riVrfcrVj 
!ha o.ilGf norcsys, 

anawxtiP: you 
Obttin i tart.:: 
rulwencg poirtta from 
i '<j riM.i' f.'JL' 
rt>f=f:i'£: .-s-jnfajr;. 


SYMMETRICAL OBJECTS 

To team howto draws well-proportionedsymmetrical obfecl, you 
wft draw a cup as an example. Positioned in front of the cup. first 
draw a line to define its freight. Mark with line segments fha upper 
and lower limits. Draw another line across the first one lo define 
the cup's width. Again, mark with two eegmanls the cup L s outer 
borders. Connect she cup's bonder segments and hc«gm Figment 
with a perfect oEpsis. Extend the outer battier lines and draw a 
square: you will draw the cup’s form inside the square. Draw the 
body ol She cup using the vertices ime as a reference. Finally, drew 
lf» base in the same way you drew th# neck. Ttiii method is sdeal 
for drawing symmetrical objects (bottles, cups, pilchere, etc,) and 
is very helpful in drawing still-lifes as well. 

m the nsxl drawing, try to use the least number of Imes possi¬ 
ble to define the positioning of each opfeci 



Titrs OKJf’vA} dtvTivtvJrjUZi iw to d'.lfrV tit? ol'jw! irl pryjAXhuT.-. MJ f#y: 
rrar a ^erftte.'Hr*? tip dinette ■■■■**.':■ fiejgfil. BJ Then, cross 
to vwfjcaf wttin s tarwxra ine re rtfefrw TO tft&eoi ‘s vwtrth. fCj t *twa 

f.nn i« JO Chbi'axn r« squire -Df L-Vhcm ttto nnnxntal and vortical linos 
moLl, ■ :■■■■: cN&'.ica/ orefct w/if> tfm vtfip sis -X. slic (mkw SQ /Vwfy you 
stink' haw? !:t (•':,■ as*? Jhe .^Iraf ftjtJOrw s*r*Jr:n. . 1 itm coni exit f, sfiJ 

taxi -i .H. r vJfri ro jyrufih iw? cjravimg 
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To draw an object, it is necessary 1* understand 
its struciure, For wits puiposa, d is often hatful 
to dmr lbs object as *M were transparent, that 
is, drawing the parts ihgi would t» hidden from 
[he observer. This allows you Ed study more easi¬ 
ly the abj eel's strucl jra as well as its torn. It is 
always easy 1* first place forma within tto ton- 
[ant of a square and then develop the drawing 
later. 



Occasjoii*^ m 
rVttier'j wntowfl 

m. sm=a Jhn ooutai 
spcrf the JransiTittn 
fcefwesn f^raraJ 
Shadow: 


Sartlnp horn a verfcafaxTS wlfafcw ^jo to cdlan 
iMpdWMfr SyWieir^OiWCftS. 


Jmp^ifwsp frtgt the G^teas »n& f fijnsparorif # a good 
metPod to sfuty and wderslafK} tPtw dntemaJ sJrucfUra. 


C r 

Staler * 0 m a go(yP&tflC >w to 

mn&mct Jiwe ck&jrttiv ones, t? thit ease a chair. 


\ 
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has been drawn. you can begin 
lo work and bulkJ up its lecture by drawing the proFItes and emphasizing the 
Ihe objects contours; do nol worry about the tonal zones at this point. TOu 
should work with soft lines and strokes that can ba easily erased In those 
nest steps. 


Strokes 

and profiles 

REAFFIRMING THE LIKES 

When the external part of the model is complete¬ 
ly finished, reaffirm Ihe lines wilh a much freer 
and firmer, bet not too rigid, stroke. You win sea 
thai it is easier to accent the more definitive lines 
when you have drawn a previous sketch. Now 
you can begin to superimpose diflerent strokes 
on the previous ones to make the forms more 
concrete. As you continue drawing, ihe lines will 
be Irmer and more intense and will define the 
forms with more precision. 



Outline statctas are i/suaWr r/ddiad with iritis rhar o w 
too much infarmsflim. ssm@w™s e^art OTrrtrjKacJory; 
sofferteceswry tocfajn rbeprafibs 



writer rhe mtiai farm of tie ofcjecr has been comfUsfad 
you rrxrsf then select fhe tms mat twine me rtvjwing 
aodeccenr them vmh more nrertso smjtes 
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After the preliminary outline sketch is finished, jl now l*rrs& to highlight the 
prafies and build up Ihe tones. Do not make the m istake or drawing Ihe 
whole obieci wrth an Intense stroke, only the zones that cteiine the object 
have to be emphasized. Whan the outline sketch is considered definitive, 
you can start superimposing different strokes on the previous outlines to 
make the lonns concrete. Remember, the strokes you are drawing represent 
the different borders, internal as well as external, of the theme. Using pencil 
gradations will give more ihraa-dlmartstonai character to the object as well 
as present some diverse strokes. Thicker lines will make the object stand 
out from the background, while finer lines should be reserved for hatching 
and for the object's internal details. 


jWar frfcshrtg the ouflne 
sketch soft sillies 
£haf can t» esrety ereseft 
>txt need £j acoonr Ihe 
timMng iwth more ■ fuise 
smstes. 


General pnwiw are 
los t * stem up* too 
many sfra*es. r is 


racalp where fteg 
sacreese. 9 ?<W. or 
a stadbw. 









W 

ft 


a linear 


andscape: 

controlling the stroke 

Tho following exorcise will demonstrate how to develop rmsar 
hatching and shading in a landscape, in Ihis case a cfiff- 
Combining these tonalities attows tor rich transitions between light 
and shadow. It is gratifying lo draw a landscape in which you have 
to represent an object in the Joreground, where the observer can 
dearly see its texture. You can create three-dimensional effects in 
a drawing based on hatching made with directional strokes. 
Frequently, you can include strokes that 90 across or surround the 
model to support the representation. 



1 


t. The First step consists in dividing the paper 
into tour equal parts: this will make 1 he layout 

easier On this gnd, start sketching the plant with 
an H pencil The strokes should be light in case 
ygu have to correct them with an eraser. The 
ctiils in lha background are lightly sketched and 
laid out, 


2. One* you are satisfied 1 that the proportions 
arft correct, reaffirm ihe Imes and draw the 
contours and basic forms of rho plant In me 
foreground with an HB pencil. Do not worry 
about the details: you must concentrate on the 
general structure? of the drawing, 


< 

— V 


is 


fteharcTwgsofttie 
oh&cri. f.l'jnzri) on 
tiv iSrsF plane $hOutf 
be mcM* nti^Ts^iifirj 

deifiiGcl tnan moss w 
tho tjfttKf pFores 












3 . Slat shading the plant m the fotgrPund with parallel hatching. Then 
proceed to shade the elrife and coastline in ihe background planet with 
cross-hatching. In the finished work notice the qua% lhal can be obtained 
by drawing with l^es only. Thwe lines are combined in a aMl J way lo 
creale a three-dimensional Illusion,suggest lecture., and have a range of 
tones. Observe below the different types of Strokes used in (he ditferenl 
zones of the drawing. 










a theme: 
selection and 


Oompo- 

■mwVPJn f RUM LIFE |S ftfit tCfT¥il& 1 ML OBJECT, iV*-TI MATEFUyJZNG YOUR OrtM SENSMlGrS, ’WO TMIUGS THE ARTIST POSSESSES 5KJH7 
«SD BFAIM MML TO HEtJP EACH OTHCH. -THEY ShCllD &E DemQPfn AT THE SAME TIME: THE SIGHT THROUGH NATy FtfL WEYW NS AhD THfi «KAW 
ThflOLiGH 1 HE LOGIC OF r*KlAM7Pl> SFUSATCftS' 

PAUL CtZAWK. AUTOOtiGfMPtitCAL NOTES 

sitior 
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selecting a theme 

everybody has the 


ability to find 


in any theme somethng thatis atfraonckLarlty slgntfcanl This 
IS the skill [hat transforms a person into an artist. However, select¬ 
ing a Itw™ is not enough; it also has rq fee presenlad 10 the ob¬ 
server in. an eHrantove and aTtraeaEing way. There are severed 
factors that you Should take inlO account if you want to I urn a 
model Into a visually Stimulating drawing, among Ihem. Observing 
jiryTseiecling an interesting point of view, selecting m original (ranting, and compos¬ 
ing [he different elemenig wrthin the drawing. To develop these factors, look for drawing 
themes in your natural environment (a nearby parti, the street where you live, the plants on 
your balcony, etc.) and study their oomposiltan and values. If you sketch persistently, your vi¬ 
sual perception will soon heighten and you will discover 1 hemes that fo r others go unnoticed. 





Composition 

and blocking in shadows 


Composition refers Ip the nay in which a 
theme is presented and raid out within the differ¬ 
ent planes of the drawing Befotwyou begin 
drawing, you have to break down, sketch, and 
evaluate the different elements in the theme end 
try lq underhand how each one balances the 
other for a weI arranged drawing. Theik of how 
tha object c?r modal will sheet the overall- draw¬ 
ing. 6 n order lo compose, you (rust liret learn 
how to make a rough outline, A rough outline fa 
lh# first slap that an artsst takes to define the 
form at the model, its limits, and its proportions. 


BREAKING FORMS DOWN 
INTO A FEW LINES 

Ail teams In naiiure can be broken down to a few 
outlines, whether it is a chair, vase, jug, or tree.. 
You will see that these structures in lum can be 
reduced to spheres, cubes, and cylinder*. This is 
a good starting point for a sketch; thal Is, to 
make a rough outbne of the model or oblect on 
paper, a rough outline 15 not ihe seme as esm- 
slrucTing a frame into wh*ch ihe whole subject 
will fit. The artist must know how Id idsntrty the 
most important basic shapes to be included in 
the rough outline. 


The besr sfjpnMch m construct^ a nxgO duffer? 3 te¬ 
sted i*4iftsrtspte6bc*3 ibcues) «t whfch >rxj aw* mo 
Lmra. friese terms shoufcf be strife nsr, and >ery 



tby snout* team now to CeB* ocywis am smote 

gesmerntaf hjrms, ar# throe aujmpf®,' (A/ 0 kaso 
krjtfj a Sowat amangemwir can tx nedLaed to an 
inverted tiapeiaki arxl a ofoun faience, 01 b /ug can be 
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Observe if) fflase two drawings fha difitarance befween 
0'5iOJcJi^.rciui^a^fl^Tseon& (A) The strvcfuvd 
Outvie aAtowr you to analyze ihe farm from a pmfaus 
sketch fl5l 7hefree outSno Cffors Mm mstustone 

because you fry Its drew tfw farm dructfy, LvftDcuf a 
pr&tiou: rough oufftie of Me different farms. 



DHAWING WITHOUT AN OUTLINE 

You can also begin to draw objects and models 
without the aid of geometrical forms by instead 
drawing a general form directly and repeating the 
process until you achieve the adequate lorm. 

The strokes must be swift and spontaneous. Try 
to Inctuds composition and proportion ait the 
same time. This kind of quick sketch will help 
you understand the model's form end will help 
you later in more developed drawings. The kies 
that define (he contours do not heve to be fine 
and elegant; they can bo broken Imes. To begin a 
a drawing without an outline, it is besl to draw 
the ensemble freely, without streamlining or 
shading every form. The lines may be reaffirmed 


sho^aflorrata 
pane* of dtffejrwfl 
hardness to vary the 

width as wed as Die 
intensfiy ot (he stroke. 


as many limes as needed, but remember that 
you should give lorm to each object with only a 
few free strokes. 


i! V? .’rue OuUrin aflbws jolj to be less PQnz&rrMhi wdh 
fVHparfujris ar^J pvoi the drnwng a mom Qfprwssve affect. 




Dtfoci Qut*mx} l wtttKrut 
geometnoai farms, is 
more Qppru&nrto far 
srnpte conyxjsiTfans tn 

this arerepta, rr was 
hotter fa devofaf} a 
STfuefafaJouifrio-irt 
order to avoid mum in 
tm farm and awti 


arranging the oiismante 
disproportionately. 
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n*r iu^i ouffrw SftOuU SjrniHy Ihe rrtOcfaf tfrio 
joomefn^ terms ThffiO fam* w* ptCW» PW infial 
campos/fion of the ansembfe. Here am fwo esamptes. 
or# w»!ft & tttimguiv composflrtn and anoffwf 

ciuiftwone. 


ARRANGING THE CLOCKS 

After you have broker ibe objects or model 
down to basic geometrical; forms, they must now 
bo armn^Bd within the drawing. This moans thal 
if you fit the model completely inside its Mock, 
the drawing will be limited io that particular ob¬ 
ject, thus creating a concise representation. 
When the model is composed qf many objects, 
each block, wilfi a form. Is added to Ihe main 
block, it is easy to complete a drawing if you 
start with Ihe basic forms. The guiding lines can 
always be easily erased. 






The firal step a ctealng an outline sAeicb shout? be ft? 

place e^0^f^fmrasri^,5tn^ Then 

accon&ng lb Sho damofKrans of the btocfcs, oboe adCfr 
u-k? of the forms i/iwde chan myktg dose afhrtfioo to 
tfier prunes. 


ff you team hew Co break dawn stnpie srni-kl'sG. !fou 
gradual w(f fw awe f o dtaw /none oontptirafedrnQcfeb 
by Mrrlbrifoj rttert temj flrttf Jrig$. 
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BLOCKING IN SHADOWS f 

In cases where the model is strongly illuminated, a usslul tecfi' ^ 
rncjoa caned blocklng-m allows you to establish shadows which 
»!■ later be built up. Blocking In dart zones becomes pan ot the 
filial drawing process, lo the point where it 5 common to tfgn a 


UswgouOnfl 



afemenfs so that you 
ar> uStfif as a 


Lie no: worry hdoue oaiaiis bi tnia pane; you am simpry esiaorsning 
the main areas at tone. The profiles al shadows am a good ralor- 


by outlining them with dart unes—again. do not worry about de¬ 
tails st point. 



Bfcor ij a Efwtows a good when you are s kaicPog a 
landscape iVi'i L ;, n g mth a eftafk etc* on its coc, you 
can create a skatth !fw oner above n a few mtarfBS, 



t?te sfroefavs in a 
moctot wtusn ctaary 
CtJnpasnaJ, csnOea 
gr^mtemncfllbr 
OJocfung n 3 Ihema. 


tfv&igtotot m tator 



compare? Cm b/ockad-n 
shadows with the frttf 
mtJt 






using 

Perspective 

in the preliminary outline sketch 


lb *fcsw fftTee-tfmefiSftingj toms, $ fj a good *SM ft? Become 
comtirTaMe wOTi flawing gatynetncal farms r> wtficfi Up Jay 


im Id be laboring the point that drawing is based on geumaEric 
enjoy theorizing, but because it is quite true 


When you wan! to begin a drawing, there are several techniques you can 
uwto eiPproKlmatea models dimensions In order to lay ft out proporttonaia" 
fy in ttie outline sketch. The most common is basnet on geometrical tomnr.: 
spheres end polyhedrons. As we have explained in the las! section, you can 
draw anything it ydu Can break down the model into a tew basic forms. 


When ana'/7hg any oE^ecf, see if ft can be draw.? n one of fhe base terms- JSefaw 
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DRAWING AN OBJECT INSIDE 
A GEOMETRICAL FORM 

When analyzing an object's form (a table, vase, 
cup, car tree, etc.), you will fund that it can usual¬ 
ly be drawn inside a cube, a prism, or a cylinder, 
which Later becomes its structure. Therefore, the 
artist will derive bis or her drawings initially from 
any one of those above-mentioned basic forms. 
First you will have to observe ihe object and de¬ 
cide which geometric Term will be the mosi ade¬ 
quate. Once the form has been drawn, yew can 
then drew the profiles. The gsomeirIc figure only 
serves as a guide to draw the object or model 
and establish its proportions; after you define 
and detail rt you can erase the initial 
geometric figure. 




For bkxJvng H you 
snotAJ start tbo 
orart'VTg Li'ir.h a soft 
gradation peoerf such 

ss Jbe HB. Caifjnue 

ft? win* wrb softer 

perd,s whose sfraAes 

carp be modified wiffi 
an eraser. 



2. Gradually streamlino the object's form, adding 
new geometrical for mg (o- (he previous ones until 
you have the objects structure. 


If you have to draw an apparently complex 
object, the first step is to drew a rectangular 
form that wilt hold the object inside. Draw an axis 
and suggest, with ellipses and spheres, an initial 
layout of the mo si important forms that 
Characterize the object. 

2 




3. To finish, join the 
different forms and 
define Ihe object's 
stnucture. The last 
step will l>e <o apply a 
light shading to give 

volume to the 

drawing. 
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1. A drawing based on Ihnee^diitensional 
geometric forms is used for drawing objects in 
perspective or for those that present certain 
(oresnortened effects. 


mu snouW prance 
drawing cutes, 
ontegonar shapes, 
pntf prisms by 
frwr&Xi. A Sfflpfc 
meflimJ is to first 
draw fte (Elf 
geomefnc fawn anc* 


(hen prprec^fs 




1 
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3. Gradually, you will 
defire Ihe profile ol the 
object wlto fem and 
decisive hoes. This first 
linear layout wit! aclasa 
guide to develop The 
drawing's tonal oflocts. 


4. Trie last priase 
culminates In building 
up volume In the mode*. 
Once tile Orawmg is 
oornpiefe. you can 
enaso Ihe geometric 
lorm. 


at. Once you have 
drawn lira geometric 
form, draw Che first. lines 
of toe model. 

RarrwmlbeT that a 
rectangle is always a 
good reference point to 
determine toe size ol 
the obpct. 


man DTJOfl 1 10 by arf 
fliyaos wfth 
gwmeiri; tbnTH 
to tflw 

rrwt^wmeinCa/ftriSL- 


’ i ' a pPpexUcufar 
' i | snmgfirlnelhar 


OMdas me Impure jo 
ftro it act as a 


mfflftf S}t>» i'hHi ijtly, 







roportions 


re* m 


r-„ ■ v.- >■ j :■ ixa^r i'< vi fcs £cas v-i jtjjfrtp ant a sutpcr 
If r-.v-. : V, rv. I ■ n ste Of Jfle rnwW ro tf&Mpa*: 
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To amngpanp tfm 
ffte afemartfs in a mat/- 
BfpmpartKinartW. 
phce Pw sutificf be- 
sxte rteeNv^&sanj 
^tftJwCWJClViS^'O 
*• pqpf* ffw mb rAot 
irmtal* Ovbtfgfit grtf 
wtffib of rfie oMferanf 


IfVTflft fJl jp>TrtjJ .4 

flA^penfSjmCJtfjH' 
jmasnaryJUms /p 
reprasanf (fie ppsrfionng 
a/xJ B-rfXj? or me &sments. 










fl is wry fieo^fo fflfsr 

(Jytda foe cJrartmp 
iwfo a cross in order 
lobmakthoaree 
into fotx ofeorfy 
(ftfipguEhed tones. 


Searching for ioual proportions 

The search for w^jai proportions among the dtf- 
fonent objects of a model can be e v«y helpful 
exercise in learning io relate the different parts of 
the structure. This consists basically in comper¬ 
ing and determining (as has been done already in 
the previous chapter} that (he hetgfil of the pitch* 
er is approximately equal to half the total height 
of the bottle and that it is almost Mice as wide 
as the apple found on the second plane. 

When you ere in, front of a model, you should 
mentally take H apart and study how the propor¬ 


tions among foe different parts of foe model re¬ 
late to each other. Ybu may, for example, decide 
that one zone will bo ons third the other zone, or 
that another zone will measure exactly twice as 
much as the previous one. Many limes, especial¬ 
ly when approaching architectural themes* you 
should compartroentahra foo facades equal- 
sued segments in order to place correctly the 
windows and the balconies. 


i i i -i i 



>tju iwfl see n these images 
the taperfanoe Uwf foe 
reti ten of drmenshns has m 
Peeking rr. Frst daw the box 
rf rare yxxt are gofrip 10 
dMj*3p Pw foaum 


fb drew a tistcar/, chflSa Che 
bar in ha£ wafting sure rhof 
the tjpprrinVr of tho rai 
txxncxies with thrs 
AWaSbnVhtnr. 


Oiwde the upper sixsghf s™ 
nto fox segment and use 
foe two central portions Jo 
proper tho vtxt&sf tewE 



A-ogre«heyaddfww Niew ycyony hare io erase 

i'iljlti Own $k<&Q$, finish the parTccs t o dofria the the inrtiat foes ones cJCifre foe 

irsos td obtfri foe dfecorafo* ataroanfs of the torture of the Cine!, tho 

prtnopaf tn& that dalVie foe issUcon^ its protection, end the ornamental forms on the 

balcony- doorframe. baJcony and the Ugh! and 

shactow enters. 
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To measure, ■snwei'i am and rtsuab"* 
and wjcJTh at an ot ■ ■ ' ,1 pe-rot ,', n ■• v f< j r rr 

czUCutofe iftp? end proYMrtiorts of fnu 

ptvecj truir >w iv,inf ro ftansfa' r« th* paper. 


Using an rutnt outifyj stefcfi ora geamatncal ftjrrrr 
prvvitJes good refers ■ e pctnte tjy urfVc/i t.. ueasue r.^- 
t**&rtof n rorso, effect that the rora^;itK/if of rrv 
sctilpfijra a KSfuslBC lo the dmonsjons at tha ffiran 
segments. TifejTisflL.jiwn>-,y r systemcmLvapptodto 
anysubfoct. 


MEASURINC WITH A PENCIL 

A simple pencil, stick., of ruler is comfnonty used to establish 
proportions, To do so; raise a pencil lo Ihe level of your 
ayes, emend your arm (return to this position every time you 
take a measurement and situate the pencil In front ol me 
part ol Ihe model you warn to measure, Wove your thumb 
up and down until the visible part pi the pencil coincides 
with th>e measure moni of your model. Translate this mea¬ 
surement onto your paper and continue to use the pencil to 
measure the remaining proportions. Compare distances fre¬ 
quently Work meticulously, correcting proportions, relating 
lhem lo one another, and indicating points pi reference. 
Suddenly, without noticing It, you will find that your mmd fs 
workmg in a logical way. Remember to calculate horizontal 
measurements as well as vertical ones, without ever altering 
the distance between your arm and the subject, 


PROCESSING THE MEASUREMENTS 

Starting from ihese first measurements, the artist creates the 
forms using a minimal number of lines. All the elements o< 
Itie model go through a first outline sketch before Mng 
drawn in definite forms. This outJine sketch, with its proper 
relation of proportions, will sfowly be built. 
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rawing 

with grids 

The third method to ensure that the different 
parts of ths image have correct proportions Is 
the grid, which interprets ihe direction of tne 


model’s lines and its structure. The more divi¬ 
sions the grid has. the more exact it w;U be, thus 
avoiding the possibility Of errors In Ihe drawing. 
Besides being a perfect method for copying, the 
grid also allows you to enlarge a model propor¬ 
tionately. This method may seem boring and me¬ 
chanical at first, but you must remember trial this 
s Just another base from winch you ca% start 
working. 



A and afcuvs you foscJuST and «±aw a mode's features 
to O&pOO 














































After fired Uoc*FigiiTtf*jJtrws, go 
DW Jf » O'flMWJp'i oerfifUB oonMiy 
wtf? a ettrsrtameroJ ha*j pent* 
Lrtf >Oij acheifl clean. defrwT fries 
and atfnosf no gray shartnps. 
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The acfranlage of drewng a gnO 

on the model is that ^ can choose 
rhesizeorrhesQuanB, 0 you want fo 
HinCflfUndffl o) thn compta* ama of 
ffwmocHat draw moro sections on 
matportcutirama. 


A VERT SIMPLE METHOD 

The technique -of drawing with a grid consists of 
laying squares an top of the model, usually m 
phonograph or preliminary sketch, to enlarge a 
drawing. To copy an image with a grid, draw 
squares on the model and repeat the same 
squares on a Wank piece ot paper; each one of 
the squares is a part of the image. 

Even though learning to draw from IHe is more 
advisable, there ere occasions in which copying 
a phaiogrHph or drawing with this method may 
be necessary. 


U»art#arto 
jhhsu? trie spn» 
mrn hcn.’ion&V and 
w>Tcii“ r Vcfi. fasten 
the centers of rifaraaf 
on tfte ports wftefB 
[he tries Cross each 
dP>v TTifs rery 
shryilisysram 
proikxsos tnlanrad 
and propo/Honad 
cornpoafioris. 


A PROPORTIONED DHAWINEl 

The gnd is a good method If you shll have diffi¬ 
culties making a proportionate drawing. The 
object at this system is to help you see, under¬ 
stand, and draw with mare fluency end 
ftnaelr Lude. As you acquire dexterity and fluidity, 
this system of drawing win seem excessively 
mechanical. Wrtb tone. you wJl not need the aid 
of a gno to compose; you will draw with 
imaginary lines*. 
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“Lorrain method:” 


harmony in the composition 


J 

( • 


As yoj am soo, tho 
pnndpte d f tho gnd is 
tmk: and appfcatwe 
toanytormar, 
wfifllher warttodl, 
namoata!. mraw, or 
etongaied. 


W e wid now study an ingenious grid system 
that was popular I n die seventeenth century by 
the great landscape painter- Claude Lorrain. in inis 
preliminary landscape drawings, this French 
artist would first draw geometric lines that would 
cover the paper's surface like a net. li was a sim¬ 
ple gnd that partitoned the paper rectangle ac¬ 
cording to its medians and Its diagonals. This 
geometric partition allowed the articulation of the 
surface of the square according, to the composi¬ 
tion and the depth effect that the artist wanted to 
suggest, ignoring the mechanical requirements 
gt perspective. 

The system snows you to harmoniously place 
the different elements of a landscape, moving, if 
necessary, some tree or shrub so that it coin¬ 
cides with one ol the intersections of the diago¬ 
nals This method helps to balance the 
emptiness, distribute the elements throughout 
the surface, and obey the logic according to how 
the elements influence one another, 




70 appiy lowainis compoarffar) nmhod, firsr paulhoi 
the surface Pf the papof into totr segments by dmwog 
e wrtcal and a horizontal line Thar comcrge to 
Jhenvctote. 



Draw five Peguna/s tfiat converge m the middle at each 
one of the four restating foctangtos. these tom p&nts 
wti tM retotBnce ports tor the composition, just kbe 
urn tfesgaeau rnar mes tn jinaojtrwiwg the effect of 
deprh n a landscape. 


The tuagonaf system of composition created Qy terrain 
J5 very usekJ tor composing landscapes, and helps to 
ammpo and distribute the otomonR to a men? 
harmonm; way. 
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point of View: 

transformations in the model 


en you are locking at a landscape. trees, 
animals, figures, etc., you are act comptottity 
conscious that your wew depends on the posi¬ 
tion you are In vrs- a-vis (tie real model. Before 
drawing, it is necessary to move around the 
model in order to find me point of view that wull 
best express the variation within the unity ol the 
model's forms, Sizes, and Colors. 


VARIATIONS IN THE POINT OF VIEW 

A “normal" level ol obsarvalioa when the theme 
is situated at the artist's eye level, is most 
adequate lor ample and descriptive Images. A 
model observed from a higher point of view sep¬ 
arates even more the different elements of trie 
scene and allows you to play with the different 
spaces that open up among them. When, tg Itio 
contrary, you draw a scene from a pant of view 
tower than Ihe usual one, there is a tendency to 
have the different elements that compose trie 
drawing overlap each other. 




b voo toofcaf irte mocfef from a frontal port 
of vie w, ffie horizon Ane is postHoned m Ihe 
rmdm, ido nrx^ 

The sD V-ifo appears compact and the 
otyecls apctidv icgeiiw although doany 

<tenfjft30te. 




If you stand up and toon at tf» srA-A'te from 
3 hgher point of view the horizon it™ wH 
appear h^fo; fhiii^^fsrrfrwuiftirriofe 
space between ouch altier. mid the 
shadon-s wtf appear founder. 




ft you took .if If® model from a tower pcmf 
of wow, zriuriOTfwifrv!fdte&>ids 
drastically, the projected 
dsappoar; and the obfectt are 
supenmposed one on Top of the other. 
somewhat fmdonng tho ijdantiScston of 
catarPdBtafs of the group. 
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The vona&on w the powf ot mw tfl&tts 

ofcteefc. iwowwflaapiwnartgft 
point Of vis* ma*» the e*cu*ar openng 
an aval term. (Bo Ci|p sear J&om 
ffte same heghr produces a pruiBfe view 
cflheotyecr fromaixwlof raw 
q srttB^bSbw ^ ot?ea (C5I, fteOflf 

uwxv bOfdb r appocrs MrtnMi 


THE POSITION REGARD (HQ THE MODEL 

The best way lo tearo bow the v*w ol the modal 
cbarujes rf the point ol view Is changed is lo 
compose a still-life on a table and try to look at it 
tram different points of view, es you can see m 
(be images on the previous page. Notice figure 
A, in which Hie Objects that form the composition 
have been drawn below the line that demarcates 
Ibe tame (horizon line); this means Ibai ihe per¬ 
son a observing the scene fiom a high position, 
Ktxj can deduce then that the viewer is standing. 
On Iha contrary, If (ha viewer Is Sitting in a lower 
position than the previous one, Ihe line of Uho 
model will also be lower, and the elements wffl be 
observed from a more level position with Ibe 
table (figure C). Observing both images you wll 
also see that the forms, as weft as their respec¬ 
tive shadows, have changed noticeably. When 
looked at from the higher positron ;E), they pre ■ 
sen! more rounded forms, while when you 
crouch down Ihe shadows are elongated and are 
nearer Ihe horizon ifrie. Through tna. beef obser¬ 
vation e*erase, you can see that whai yog warn 
to draw rentes fo your position vis-t-vis 
Hie model. 


The pmeptes of port of 
view aepdamed throt^i 
™ previous Agt/gs can 
orso be crated jo 

darrisc^oa drowngs. 
Such as Jne now of (he 
ctfxHas of chutti 
□Orarved from 

pcsOcm. 
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Frequently, nature itself suggests the composi- 
ton to the anisl, You should take advantage of 
these octesions. but do r>ot rely on ihem too 
much: if you don't havo a previous composition 
outlines sketch, confusion will soon come into 
the picture. This impact depends greatly on the 
combination of the principal forms on ihe surface 
and on the divisions of space in the drawing 



sketches: 

balancing the image 


composing 


A good artis t shpuH 
mtnjduce a hit of 
asymmetry fr the 
composition, breaking 
the Ibrmai epLi*J.prt:iin 
iiufwi both zidoz d! 
ttm drawing. Jlrs adtts 
moi® interest to rfie 
coTipOSPOfl 


SYMMETRIC OR 
ASYMMETOHO COMPOSITIONS 

The first and most base rule is the tine-that de¬ 
termines whether you are going to draw a sym¬ 
metric or an asymmetric composition— the 
gtohfif equilibrium of the theme must be taken 
into account. A too symmetric composition, can 
appear boring and static. The symmetry will pro¬ 
vide equilibrium to an image, but will take emo¬ 
tion away from it. However, furs Is no; always so, 
since a landscape composed of interesting farms 
and angles can sometimes offer variation enough 
to the sighi. Asymmetric compositions are the 
ones that create the most tension tn a drawing. 
They may be apparently unbalanced, but a close 
analysis of the work will show that even though 
the landscape is asymmetric, the balance among 
the different color masses and the elements 
composing the scene complement each other 
and -live a certain sense ol equilibrium. 




*yStp, 
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SIMPLE FORMS 

Composition a»so Implies combining forms within 
lh@ picture's area, it has bean demonstrated that 
most people prefer compositions based gn geo¬ 
metric shapes on acooum of Jhair simple and 
concrete conftguretoos. When three simple 
lorms such as a tnangie, a rhombus, and a circle 
are placed separately Of Superimposed in a com¬ 
position. the viewer can Identify each form and 
enjoy their interaction. 

Therefore, we suggest that at the moment of 
selecting a theme and determining its epmposi- 
lion, you should begin with an outlines sketch, a 
schema, that responds to a precise geometrical 
form. Experience has shown them to be pleasing 
to the majority. This way, you pan be sum yow 
drawing will present a visually satisfactory pic¬ 
ture. 


These Outftto Sketches shew dffarenf composition 
schemas tar the (faitmg space. {A} an 3fCtW9Ct uQi 1 
e«menf pngsowed Iftrougb art Ova! form, f0J a human 
f<garB based on a tngngv&r Khfrna flrtcf On a cruulsr 

form tor W torso. and icy a martin wvdi rhe 

ctwwssiricn schema Of an *wTed L 



COMMON SCHEMAS 

The use of geometrical schemas in a drawing's ] 
composition was already beng used the Rgnais- I 
sauce, with a general predonxrunce ol Ihe Irian- ] 
guiar schema. The arrival of the Baroque caused J 

more use of the d iagonal composition, suggest- ] 
ad and applied mainly by Rembrandt. Besides j 
these schemas, which may be considered clas- ; 
sic, and other traditional ones such as the rec- | 
tangle, the square, and tne oval, some common 3 
schemas are those that refer to typographical 
forms that remind us of the letters L C, Z, etc. 3 



Shcemairnge 
composition schema 
otamodahsa 

pfBtfmwrY step n me 
t&awmg process, you 
shoM&awttwith 
soft strokes, hardy 
emring pressure, so 
I'fird. 1 n can be tvdViV 

erased once jis 
funchon has boon 
COffptofod. 
Expa/ifheht with at 
types of geumetneat 
Inarms Jo fhe most 
appropriate One. 
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balance 

ar| d Rhythm: 

a visual order 


U«! o# the most important factora when ap¬ 
proaching \rn composition Of a drawing is ob¬ 
taining a visual balance—in other words, the 
order and disposition of the different etements 
that comprisa the model. Everybody has a cer¬ 
tain intuition which can give balance to a work, 
but this is not enough. You also have to learn to 
look ai a model from a drawing pewit of view, as 
an ensemble of strokes and tonal surfaces. The 
equilibrium in a composition depends a great 
deal on the harmony li expresses. 



BALANCE IN THE FRAMING 

When framing, you are placing borders on the 
view you want to represent. An appropriate fram¬ 
ing takes kilo account the color masses confined 
within its boundaries, in a landscape it is suffi¬ 
cient to modify the framing, since there are sev¬ 
eral possible compositions, and many o! them 
can be interesting, in selecting the framing, be 
aware that centered elements leinfcrce the bal¬ 
ance of the composition, while those placed to 
the sides may unbalance it. 


To actm/e n balanced 
&i swing, if s neiCBSsary 
lo mg*e stowages for 
riw CDfW^dnas Observe 

now foaamisf nas 
belanCaci the nonas arW 
tp/ms at toe roots 




0 


Tho most iuEjnccd drawing s, without a cfcutu, ifto sjmimdfric one. that is. the one 
that presents equaiy dtstftmivd masses and the one Uriel repeals jne sarne forms on 
the Ieft and ngnf sides of We paper (Af. It you want to create unbalanoe, you shptJd 
Her Dquafcu te dstribu&on Qt the tonai masMc. Vbu ShcnJd took at the paper as it ft 
wares srafo to ntJcafe Iter thefl&it s*>sct the nidge y&gfrstnote ten te Wt or 
wc» versa t'Bi Out Has unbalance has an easy compostrionaf soJUffoe, which consists 
n- ptoctng the smafl square in a mom efav.iJed position m relation to the larger one; Wo 
irTSua/ofltoJdoes Wo rest.©, Ouartrangutor forms am flft^vk* , than rounded ones, so 
the c/rde sttx/id be placed riphor rt you war* a visual equUbtium iDf. 
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Tfapi? am ssmkW 
rnofflixfe ama'/fl? P® 
r J , niLv»i | (j to sw >1 usu tve 
dbnffifngrtf Jfis 
zmpffmiwent wg ffjto 
r J'T? f-W SL*efCft ifESCte 
ObMCl fO CfKJt* 1*3 
tofcince or 0 ft; toe* af 
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RHYTHM 

Rhythm in a drawing has ihe same function as In 
music: it joins the differenl. elements and pro¬ 
vides a distinct character to the composition. 
Rhythm can t» achieved through the systematic 
repetition of motifs, through the control of an 
ordered stroke, or through a succession of lines 
that dlnect the gate or the viewer onto the sur - 
face of the work. 

Whan the content of a framing is analysed, 
everything Is reduced to simple forms in straight, 
curved, broken, or mixed lines. The repetition of 
those directions gives the work rhythm. In a 
drawing, rhythm may be obtained through the 
repetition of strokes, an example o! this can be 
seen m the law of continuity developed by some 
British artists dunog the nineteenth century, 

THE LAW OF CONTINUITY 

The law of continuity Is a method of expressing 
the unity of the work starting with a succession 
of ordered strokes or elements from the scene. 
“For example, the succession ol the columns m 
the wing ol a catnedml Is more interesting when 
they am recessed in perspective and become 
darker the farther away they are The same thing 
happens wish a succession of hills, when some 
follow others on t he slopes surrounding a valley, 
or with the Succession of clouds, which become 
hazier towards the horizon. Each hill and each 
cloud have a different form, but each element ev¬ 
idently follows another in a tranquil and expected 
Order,'* 

The law of continuity guides the gaze oi the 
viewer over the picture through She strokes, in 
those cases, the succession of strokes creates 
currents that flow as rivers, Or as waves, on the 
surface of me drawing, You can observe this ef¬ 
fect on the beach drewmg m the following 
ciso. The purpose of the artist in this drawing has 
been to transmit a greater expressive effect, 
thanks to the control of the strokes, together with 
the bewitching, swaying, end undulating move¬ 
ment of the clouds and the waves. As you can 
see, the Strokes describe clouds that move »n 
countless rows that follow the sun and converge 
on a point in the sky. There, the strokes of the 
clouds find their continuation on the beach and 
now to the shh. where m the swell, ifte same un¬ 
dulating forms of the clouds are repealed, This 
rhythm ol continuity joins (tie different elements 
and provides the composition with a 
diSt met character. 



Jho retorting ftrerose dGwyisfrote now io transfers 
Tins f&Qtograph w/tti mo use at myttwnc and ropeMwo 
&TDkBstfr&gu^ttvpnXQftheidis^ aw 

rnepeftre. 


1 ► Before beginning to draw, the artist sketches 
the model. On this, a series of arrows are drawn 
which mark the direction of the strokes in each 
one ol me con os of the drawing. Notice that the 
arrows start on the sea. ascend ihrough the tree 
in the fdre^puhd. and continue through the sky 
and then back to (ha sea, io the starting ptwfrt 


2. With a graphite 
pencil of medium 
hardness, slart 
covering inc whits 
spaces of the paper, 
respecting the 
difeel ions indicated 
by the imtiat arrows. 

%k 
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techniques. 

The combination of 


shading and 



line widens the range of drawing possibilities. Studying: igti? and 

shadow allows o closer approach to the elements that give realism to 
a drawing. Establishing 'ho value scale of a subject means registering 
its toned development, clarifying and comparing lanes and hues, and 
deciding which ones are lighter end which ones ere darker. To under¬ 
stand the value d a lone, you should establish on the model a range ol 
snadngs that is complete enough foe the drawing lo acquire corporeily, 
volume, and atmosphere. When outnnmg any object, It s necessary to view it 
mso stans that very according to ihe incidence ol light in the various zones. A 
value cannot be achieved through sharp contrasts of fight and shadow zones, 
progressive value must be rendered, with smooth transitions between shadings. 



I 

F 

I 


Shading 


Shading is a paintarty 
«rt the papa's surface, 
of trading requires a gr 


resource that evemy MV- 
Applying venous types 
tKLt deal of practice be- 
al dement tor modeling 


TH* LKJHT AKD THE MODEL 

It 4 essential IP team to SAG certain concreta 
Bwi<js n s model. All the ertamants grouped in a 
c^fnp^rtAiqn can be represented if there is 
*ku?i win ail their shapa and color allPb- 
Ute* To Study the trajectory ot Iflht you should 
■OClta the darter rones and those more exposed 
tp Bh* light ftt» maxrmiMn paints ol light]. The 
r*ril «jtep if establishing an order among the drf- 
terenf irtixmediaJe values within the dark and 
iv/tf zones. The comparison is always based on 
concepts 'one 15 camer man the other* or 
4 Ivjfiwr than the other." 




rthai the mOdWf ure rA/rvnaffKf fiy an aditkaat right 
so Lrce. irtJy jneurtj sftjUy the dgfif ^^ecJory and try to 
bcotv the* ttiffcar zones end these urdar greater Xgft 
enpOSure. 
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VALUE SYSTEM 

When the tores are arranged on the drawing, a value system is established. 
The value system consists in determining the different tonal values and the 
way they are assigned. Delimiting the darkest zones allows you to frame the 
shapes. The shapes begin to take form as you shade these very dark zones. 
The darkest lone corresponds to the darkest zone. 


Working wiih Ihesda 
of a chwcoaiorchaK 
Slick, you can 
eswtfisii the frst 
lcnad value Uvou^i 
rapid stains, 




On/jf vwfb fcjrruf Itfgrt: 
iSOQS the tSraw^ig 
aaqura a prctortal finish. 
7tt& contrail fMftow? 
fight and shadtw gwes 
vtrtjrrra no rue etenwifs. 
in ends' to roach this 
modotr I£r. rffiiKKOSKry 
la leant ro use the 
vwous tonal v&t&s 
comacfiy, keeping/] 
flWKf that blacks w J bo 
more Intense ntfte 
darkest shadows arid m 
ihe otyecisticatod 
JtmoJif the foregoi nd, 
and softer and more 
bfandotJ rtwvauf rho 
background. 
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SHADING 

Thar? are two ways To create Tone with pencil. 
The fits I method is to use a sort pemcd to achieve 
the deseed tonal intensity through the amount ol 
pressure exerted while drawing. The most com¬ 
mon shadings are vertical shading, made with 
lines perpendieulitf to the lower margin of the pa¬ 
per or to the line ol the drawing, and diagonat 
shading, which i& made with diagonal strokes. 
Diagonal shading is one ol the easiest and. 
there fora, the most commonly used in drawing. 
The second method is to use a harder pencil and 
create a senes of tones, producing layered shad¬ 
ing. For shading it is essential to maintain the 
pressure ail the time and move at the same pace 
m order (o achieve a uniform texture. 


DRAGGING 

The most common way to produce shadings 
with charcoal and chalk is by dragging the alien, 
lengthwise, in order to create a wide and thick 
stroke that allows the paper's texture lo be wish 
die immechalety. In order to control the stroke rt 
is necessary Ip cut the stick accenting to The tine 
width. The amount of pressure you apply will do* 
1 ermine the darkness or luminosity ol the draw¬ 
ing. A zone can be covered until the paper's 
Tooth is completely covered. Tones can be soft¬ 
ened by rubbing, as if using graphite, A soft 
shading applied by barely pressing the slick 
against the paper surface wia produce a very 
delicate range of tones. 





Above are hast enairtotes of shadings made turn 
grapple pemute. charcoal, and cAafr, on fine ewred 

popor 

iAJflkynQQDrmus sfwdriy mads ividt toe WAJdf & 
sanguine $&&. |SJ cJEfiAC shading made wrto a dul- 
ponted graph/fe BiWir-psPGt lOhomcgenegufli shading 
dmwn wfh toe side of a n?cf angubr sffcA, 01 

ciassi’c shading arlendad twfh a sangum paneH. (E 
eassic seeing vnfh an oty pencil (F) retfured sharing 
made Icngthw/sa wii fr a charcoal stick end (G) 
OCVMogonei^SbatAngm^ Pticft 

chair Elfck 


f 5 y tfxrreasng ifie pressure of The aangune 

stick. >cu wai he aefe jo coi^- toe papery foolh aimosJ 
«vpp*erey-, Praetcs town 1 rake states of iixs land to 
master snadvi g guaffy 
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TONAL EXERCISES 

Select simple themes and liy 10 create them by 
applying; ditfercm approaches to tonal work. First 
try to apply shading lo create shapes- Then, al¬ 
ways working with a single color, draw a theme 
by defining largo tore blocks—three to five tones 
wiB be enough-and use the tones to create the 
object a shapes, regardless of whether the lanes 
in the? theme are visible or not. Once you have 
simplified the theme to three to five tones, look 
at the tonal jon« as abstract shapes, and leave 
same zones of the drawing indefinite so that the 
eye can comptgto them. Keep in mind that, of¬ 
ten. trie most efficient drawings have a minimum 
Of etaboraoon. As yov become mart- experienced 
you wtfl be able to assign to me drawings a wider 
value range which, when applied to the model, 
allows for 3 great variety of light intensities. The 
good use of shadings will make it possible lor 
you to create a more volumetric representation oi 
the model, 



SBfow are four samples of Jho mosr common snatJngs- 
ctasac sharing based on hatching, (B) 
homogcnaauS shock Tg- rfada with a sbrtf Otf .grrfyuw 
stfc* 1 , tO shoring by dt&ggng the skJs of a efiafls stick. 
and {D} staring with a smal charcoal Stick. 



to ortar JO sfuidH gufcfcty 
and without much 1 
vans iwn the pmckesr 
and moat efflscfta 
method is the c&ssc 
hatching shad'no. 


IVfwn deva taping a 
whety of tones ana 
gradations, rs 
recorvhonaecf to use tho 
most homogeneous 
Sharings. Vbti Carr aver? 
corntme dofararV types 
of shadings n one 
ri&Wtng. 



3 Man 








how to Shade: 


stains, tones, and hatchings 


Ihe value system can be established thanks io 
the effect of fight and shadow on a model. We 
then assign a tonal value lo each zone, and 
each tone corresponds to a particular exposure 
Eo light. 

BEGIN THE SHADING WITHOUT STROKES 

At the beginning, it is advisable to apply shading 
wilhout strokes, using Ihe side of a charcoal, 
graphite, or chafk slick. With some practice you 
can master, or at least have a goad understand' 
irtg of the tonal value system. Once you get used 
to relating and establishing tone values, it will be 
easier to use strokes. 




Sfammg e me ftsf amp 
*? sAodfng; 4 cens&is of 
homogeneous ste/ms 
wAtfi tefOty any fcngl 

vaue, Tfiegoahsto 
drrmEti fho offoc! of ff» 
rtTweiytfiepBS** 



SHADING WITH STROKES 

tt is possible to cover the papers surface by us¬ 
ing strokes repeatedly. Hatching can be pro* 
duced in. many different ways. For instance, you 
can practice a. hatching that consists In varying 
the stroke density, or another one, which con¬ 
sists in superimposing stroke series or various 
hatchings. The final intensity of the shading wifi 
depend on various elements: Ihe distances be¬ 
tween lines, the pressure of Ihe pencil, and the 
type of repetition. 
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HOMOGENEOUS SHAPING 

When charcoal Is. used lo cover (tie paper uni¬ 
formly arid applied without making strokes, the 
result is a shading without a stroke. In order la 
create Jhis shading, take a piece of charcoal, 
chalk, or sanguine and draw with its side, with 
smooth movements to create a uniform color 
tayer. This msthcd pBcwg Tpr atmospheric shad¬ 
ing, of granulated texture, without sudden I in* or 
tone changes or stroke contours. 


rfeoH^gtirtoot,^ Sharing, that 
- , - ■ m V' by so% nj 00«3 

it* rUdi jgG'i<7s( t 1 -.-: paper, 
£*ocAJ&ia toms vrtttout 
strode?-: T>ns Intiigh- 
quaftf grasar&ri and 



tf you are a bagimer, try To dantan the storing 
(rognjssnvty. r> a stow and toft manna; 
supenrrwosinp sifwtsrisj layers^ Here you ™y 
Sto tQtr examples usxlg rMerent media: fAJ 
gnmphittr, chalK fCl sangwha andip) 

dlancoat T?¥ B^5lenmIheechJr»rAjm 

snows mot?&&ycQ twrweon mo ftst and tto 
last sharing. 



To correct a shading, 
you nay erase wkkf 
rones vrlffi an eraser, 
holding Ihe paper to 
parent wnnkBog. It Is 
edwsahle id bec^i the 
snadno PyappMop 
thn Sayorsdl to™. 


SEARCHING FOR THE TONE 

II you mak* a tone darker man you want It when 
shading or coloring, the only way to coneci rt is 
by blending or erasing the surface. Given that 
Uiis operation reduces a paper'a adherence ca- 
padly, it Is advisable to apply the layers more 
softly than you would deem necessary, so it is 
easier to approach the appropriate tone by ap¬ 
plying successive layers and superimposing ap¬ 
plications. 
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Jf rs convwto9rJr to use 
fioc&s of cue same 
pdf par usBd for this 
(fmKKl for 5mf7iptera Ot 
tC-ro' rnrt|J6S, KQC0 *'■' 
rrtnd ftet The eofcv; 
woghl, and (nwiU'tf Of 
thopaperw* 
sgnffcanflV affect 
the fast resume# the 
HfldCSV-y, 


how to Control 


ll you press herd against the paper with, the 
drawing medium you will produce dark lines. 
However, by contrDjkig the amount of pressure 
on the medium, the shading wilt be more tenu¬ 
ous, resulting In a lighter color. A saturated lone 
Is a tone that has the most intensity. tiu darkest 
lane. The least saturated tone is a lighter one- 
Marsy tonal values dan be treated. To begin a 
drawing you should locate the darkest tone and 
the lightest one, as well &$ three or tour other in* 
termediate vetoes. To create tonal gradations rt is 
important to have several tones, which car be 
achieved by alternating the amount of pressure 
you apply on the paper while drawing, 


the quality of a shading 



Were you can see a seres of arranged Kwai wjMm 
matte Wifn gnjptrfe and san$w*Fte These samples show 
various tonal wtero-thejs, wtvcf i vnabitt yUo it? assess it*i 
terdness and goshy o t the mecfcjm. tt is advisable ao 
attamntD loads of vanous handnoss terete in tha septo 


Skercnes atow you fo erptore The possiiiWJes ex 1 'each 

Growing meditr7i. Jh this ctoass foe shading has txon 
rnada wttfr o 43 Qntfjitftd pond 
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THE QUALITY AND HARDNESS 
OF THE DRAWING MEDIUM 

As wo have explained, developing the shading 
possibilities of the different media is fundamental 
for value work. Therefore, an artist should know 
the possFPilitres ot each ol the hardness levels of 
the graphite pencils or sticks used. Ones you 
know tire limits of each material, applying it will 
be a more logical operation, extending Iha 
technical scales ol grays in the context of the 
drawing, 


Material 
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it fs :arv (ohare a good knomfedgs of 
rr-c p/Dpai-:'-- of awary drawing marena 1 n 
order to dorofop fiVr fcacf shadnrtg rroitocr fo 
to used in euc 1 'esse. 
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PRELIMINARY PRACTICE OF 
TONAL RANGES 

Before beginning lo draw, you may fmd it useful 
to practice developing the feral range on a piece 
of the same hind of paper you wil use lo work- 
Wnen applying charcoal, sanguine, or chalk on 
the final paper, you should always start by evert¬ 
ing less pressure, Increasing it according; lo the 
lines outlined tn she sketch. 


DIRECTION 

When applying Shading, it is essential to follow 
the correct direction. This is why it is so impor¬ 
tant to start oul using He models, since ft is only 
through observation (hat you can analyze and 
synthesize the gesture needed to produce the 
desired effect. In general terms, the gesture s 
perpendicular to the direction of gradation, al¬ 
though sonieli roes you may need to Wend in a 


With your ayes hafl 
closed you vdlhavaa 
tiny visort Pf the 
model. THsenabtes 
you tej simc*Py lto 
isynnj ond fVJvt a 
toner perception of 
ilhf general igtit and 

Iton you C3i 


ostabssfi lf» 
deiribuiion ot trie 
tirgc lonof zones. 


cylindrical or spherical volumes. 




Shading shot id not ftrfow o rendcm drtjcftn >bu 
sriaAJ Know a carton drrecttjo, which wit daptsid or? 
fhe volume of me object hang drawn, For ns ranee, on 
a spfvrcj! body iho shading *nto be cincutar CA} r on a 
curved surtece fto shading should also tosepto the 
curve fSJ. if Me sisface s flat the sharing srioucf be 
sfrargrif (Q. This Atf sSa appy when. nsfood of using 
the simCcK? sfcfc, you create strokes. 77» form of the 
stnoftss should to consisfenf *nfh fto u/xkJatcns of ttv 
object's surface toj. 


if you wont ra farther develop ffaf s/uydmg oftactofl, 
draw simpki a£iif Mbs, such os the one shown ri Trio 
JOgure. and fry fo cresfe the shading Jbfiawtf ip [hese 
toners. 


Mato 
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SHADOW SYNTHESIS 

Ones the model is reduced la black and white 
values, an Intent la synthesize will enable the lo¬ 
cation and delimitation of various values of differ¬ 
ent value. The limits of the tonal zones Can be 
specified on the prelim nary outline sketch. Two 
basic tones will allow you to define the value 
system. The lighter one a associated with the 
zones that present the highest light intensity and 
the darker tone for those areas that are darker. 


BLOCKING IN SHADOWS 

Through simple sketches where shadows have 
been blocked in r you may group the zones that 
have the same tonal value. You may represent 
with lines the limits that divide the paper in vari¬ 
ous spaces. Each zone has a tonal value. It is 
easy to establish the relation among the zones 
that share iho same value. This s the system that 
allows for relating end classifying all the tones. 



2. With a sharpened graphite pencil, draw a more 
precise profile of the objects, you should block in 
the contours of the most clearly distinguishable 
shadows ard their reflections. Once the drawing 
i$ finished, shade the most intense shadows of 
the model with a black oil pencil. 


3- 4 Mow extend the intermediate tones, 
evaluating the quatity of the grays in the cast 
shadows—which also contribute to the 
impression of volume. 


4. The btock-in work 
of the shadows is 
finished now. This 
system allows Ihe 
beginner to study the 
shadows of a model 
without much nsk. 
After applying Ihis 
system several times, 
you should move on 
and attempt to draw a 
model without drawing 
the lines that delimit 
the different shadow 
intensities. 
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of tonal gradation 


tf you add doo 
flractiliCrl aHe» 
another, have mam Jit 
S^pnopfiaUfy To (Jo 
50, make sure that 
Iheceis 
eatespdiaartsa 
kjtSwsixi tba !en£ 
vakxra. A ihn layer is 
usu^iy njjpted to 

ew>d Sudden [Ore 

changes or wstSe 
gradation borders 


Gradations are smooth transitions from a light 
tone to a dark one and vise versa- The goal is to 
achieve, in a shading, the organization ot all the 
tonal values in a pro^essive range, that is, with¬ 
out tone changes, tn order to make a gradation rt 
Is necessary to use a tonal range, arranging it 
gradually m order to minimize the sudden tone 
changes, 

ACHIEVING A GRADATION 

A gradation is created by caressing the paper 
entity with a slanted pencil, beginning with a 
constant pressure and a zigzag drawing. The 
pressure s diminished gradually In order to go 
through the range of grays, from the maximum 
darkness- point to the lightest point, according to 
the possibilities provided by She hardness of 1 he 
pencil or charcoat. In order to create gradation 
through shading, besides controlling the amount 
of pressure placed on the pencil, it is necessary 
to juxtapose the strokes. However, to start it will 
be easier to work on a gradation without using 
strokes and using the dull point. 

GRADATION BY DRAGGING 

When drawing with a charcoal, chant, or san¬ 
guine stick you can also create gradatigng by 
dragging the stick lengthwise. You just have to 
exert higher pressure on one ol the tips of the 
stick, so that the resulhng shading will be a gra¬ 
dation. This method of shading is very popular. 
Through practice you will bet able to master this 
typo of gradation. 



B C 


Above am soma vaupte of padauons at venous 
iangpis Quoted usmg etffcven f Of&Mtg owAr (A) 
gradation wth back chat,, r(?< gradated shad &g iv,in a 
gtapwe stick and iCl a gradatan wKft a sanguine 
penal. 

iJorbw n'o various stvrpies of &vdaIioos ■tokSs 1 wBti a 
sanguine ski a ute stafc, As you can see, the 
grsdaftJds pan step he created fry dragging (he 
sanguine sfje* (Dj and (£). and by cmggnng me grapfm 
stick \T). 
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flkFX*ng Junes wtfh ynr Sngr. a p*eoe Obtfi. ,1 
maitoahto-orasw a sjui& r> d JimbruShtf a 

common techno# *f mainrtg 


BLENDED GRADATION WITH HATCHING 

Whether you use charcoal. sanguine, w chalk, 
you will obtain different effect if you blend a 
gradation. Tills very 50ft blending can be made 
with a fan brush or by blowing on it aher it is 



whan usmg ehartoaf, a Irttie less when using 
ehalfc, and they slay aimosi completely fixed 
when us*ig sangune. 


ATMOSPHERIC GRADATION 

One or the most interesting methods or grade ■ 
bon, which is perfect ior landscape drawing, a 
producing a gradation by drawing smell elides. 
Tho resuhs in a completely atmospheric efted- 
Ktou should begin by drawing small circles. Pro¬ 
gressively filing me whole space and regulating 
the amount ol pressure on the pencil, to create a 
progressive gradation effect. 



AhMospftffe sfMrtng- cow t» ad*MKT rv sip wty 
totaling 1he suited s?e* on i twpapof's surface. Thrs 
method -i ideal rtihon drawing landscapes wnh 
#1 tat posed atmospheno-. 


U you PTHle gmdotior'j by only tnryng r ho press i/d on 
r fv dvuvOol Sturt heAj 1 fcF$rtfwiS<?. you wtf tKPvw a 
synthetic d'ltwFig nmh a strong volume effircf 




1 

tonal 


HQ 


Oackgrounds: 



drawing on colored paper 


Instead of always wofWryj on wtiile pepef, yw can atw (Saw on a tDnal 
surface, a colored background. Il makes for an easier and appropriate Iona 
and color value and to* drawing light and dark zones easily. The color Tor the 
drawing wJi depend on ihe inane. Keep in mind the tc-HOwlng-, [1} drawing 
on a dark colored background will strengthen (tie light colors, (?) a mid lone 
Wll produce a tonal equilibrium wrtri a background color that will hgimonije 
with most colors, and (3J a light background will display the dark strokes 
stronger. Tonal backgrounds are ideal to use with charcoal or colored 
chalks, and are also a parted base lor drawings with white highlights. 


Thane a a rii^e vansfy of 
catered drawing paper 
avatatfe. rbu chore* phB 
dqaendon the wanwrh 
and expressive (fleet 

>tVnanr ic.prW)roya> 
work. 


CHOOSING the color of the paper 

Them are several options lor choosing ihe color of the pap«. The modal 
can sndicain the dominant color. For instance, a sunsal may suggest an or¬ 
ange paper; a nude will lead you la choose an ochre, pink, beige, or salmon 
color to match the shin color. For a pier, you may consider using a light blue 
paper, such as sky blue. But you may ateu intend to deale more dramatic 
and expressive eflects and choose a paper color lhal has no direct relation 
to the theme, which will instead allow for a great contrast effect. 


NcufialEofarso' and gray 
cr Ofow/j paptm am 
Ifiose mast common^ 
used trf arJisls because 

irwy anafte them fo 

fatYsrpevm eha* and 






rtj&M 







Drawing a charcoal tonal range pn colored paper 
wll enable you to see [he effect on different paper 
colors, in ihe moil tenuous layers. this coliy 
shows ihreoflh the shading, whaa m more intense 
applications the color of ths paper writ be conv 
plaip-V covered. Blendings with charcoal or cfialst 
on colored paper, though applied identically as qn 
white paper in technical terms, produce ditfaranl 
el‘eels ihat result mam lha combination of lha 
charcoal applications and lha particular coky of 
lhapeper 


ut 



S mm 





AMD COMBINATIONS 

On a tonal background you may use white chal k 
lo highlgihl the light. If you combine other chalks, 
in darker tones or charcoal, you will achieve 
many intsnnedtate tones, m lact, you may play 
with three ranges: charcoal, chalk .and lha color 
background, and increase lha posstodliea cf 
dafriing the value system. 


A # # 

m % a 


• #» 




ifyou wanl to check' ITra way a drawing matium 
tycoons on a cokjratJ copar; do one of these tests and 
uvakmto Iho rBsLfls. i'kra you cot see rhrwj Ajsltarive 

tfjiarrp(es sri&frqs chakon a 

reflow paper. then cm S Wye one, and Aliy Off a nfuti# 
gray Praclca fronting and eftsarve new the paper 
ccJbr integrates info the shadhg 


it mu cheese octors wifi more intense rows you 
shOOd m j nrd mar Pv paper oftbr wH tovs ru 

wm me snotes t>t >rxr drawn# mposmg an 
rntonsaiS5rwiartf«iilcir. Ify&xgQiHG tolfpromittfia 
cokina&s of tire snow in writer. a cue color a vary 
appropriate. 
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volume effects. 


owing the effects 

of shading 


With th© various grays allows you to achieve not only iho outline of 
(he position planes of the drawing, fcwi to also render the volume of ihe 
forms. When outlining ary voluminous ob|ect, il is necessary io consider 
it as 3 sat of intense stains that vary according to the effect of light on the 
different zones. 

First, you arrange (he general forms. Then, you outline the different vol¬ 
umes of the shadows. Finally, you establish gray values increasing the 
tonal value in the zones with the most contrasi and opening white spaces 
with Ihe tip of an eraser. 


Material 


Jrheborr&chtlk 


> 

I 


U-1 


Olocking in 

and modeling 

! Blocking in srarts from (ho initial outline sketch that haa the general 
! shapes of the model- A value system .is established Iron the begim- 
; niing. according to llie planes that will define tne flimits and forms of 
j the elements. The nr>osl important shadows should be schematized 

; with ptanos in which lha direction ol the stroke will envelop the forms. 


BLOCKING IN FOR MODELING 

Blocking in starts from the initial outhno sketch that has the general 
5hopes of the modal. A value system ts established trom lha begin¬ 
ning,, according to ihe planes dial util define the limits and forms of 
the elements. The most important shadows should be schematized 
with planes in which lha direction gl the stroke will envelop the forms- 






Be&ng ht sftdijy 
always Jbe 
prc^re&srve. 
twgmruncj mfh fho 
tgttftssl values and 
mo wh^ toward the 
dartfisienes. 


A good mcdotinp euorosu cons/Sts in drawing simple 
geometric snipes, fr example spheres or ci/bes. vwih 
a Charnoat stick Begin tvff? a sphere- first dmai the 
oudno, then shacfo ft. and fmgHy moo# by bl&itJnj -#tih 
your fingers. Qlt goal is to create a sph&e with a 
sfrong wA/re effect, 


Do the same wrtft a cdbe. Hare you should Jieqp rrf 
etna that each side wtf hove *shf with piit&ent 
ntensittes. The drawing process fs stmriar to the one Ot 
the sphere,- howoWK went more Rmofutyfn order JO 
a-L-ad blending the stvxxngs from She efferent sides. 
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BLOCKING IN 

Blocking m is the beginning stage al mode&ng 
and drawing; this is why the value system of a 
drawing should present a detailed study of the 
zones (ha! wiH require spedal shading. The first 
vskjes should t» made without eneripng any 
pressure on the paper, in order to avwl Subse¬ 
quent problems when manipulating Iprms. tf the 
paper has medium or coarse tooth, Iha texture 
win become Visible when nubbod. 


MODELING 

When the first value k Wended, the pigment pen¬ 
etrates the paper tooth, creating different tones 
from those or the initial drawing and losing part 
ql the spontaneity ol the drawing. This siege is 
necessary tor studying the lighting and volume of 
ihe bodies. The moaeJlng process goes rrom es¬ 
tablishing on the modef a range ot shadings that 
wiH be complete enough to give volume to the 
loom. The venous tones start duI Tom the pa¬ 
per's tone, unless ccforad papers or chalk high- 
hghts are used . Once the values at the different 
grays are Lj'tierstood. it is possible to create not 
only the outline crt ihe drawing planes, but also 
the volume ol the forms. 


These h*o .msges ^cw The ortlsrenca between tfie 
btoc*xip rr wrfb Lwftjrm rones and the modelling iwffi 
more compbftr arvJ comm si od shoeing TTse^srsJans 
rratrsfltMfe Jfrcimssos, wfvk i tho second arms dafine 
Jftt d'flwvjj? n terms of rone and vukfno. 
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WORKING WITH SIMPLE SHAPES 

The best way tg illustrate Ihe concepts of Mock¬ 
ing in and modeling is to begin working with sim¬ 
ple shapes: spheres, cylinders, cubes, prisms, 
and drfteneni combinations of these shapes. In 
some sense, any object is. to a greater or lesser 
extent, a combination of several simple shapes 
of various sizes. IT is instructional Tor the begin¬ 
ner to start modeling simple vodurnelnc figures 
and practice with these shapes the blocking-in 
and modeling exercises with graphite shadings. 
In this case blending is crucial m describing the 
volume of the todies. 


THE HOTION OF MODELING 

ll the artist has created a correct blocking in of 
itie theme, Ihe forms will be modeled and their 
volume and reiiel win be displayed. Modeling In 
drawing may be compared to the sculptor's work 
in that it is a two-dimensional imitation of what 
the sculptor does in Ihnsa dimensions: giving 
body leu Ihe theme and rendering its presence, 


rtwbest way to rttodW, wfteffw you ms rtouwig wM 
an Qt pencil {Ai or wtfft a impressed' ctenx&lpt?nt$ 
(Bj,tsio snwf tm shadows v&ysmooMty, aimos? 
carassmgtltepoP^wfihthflporti^Jhepariaf. 7his will 
produce gradual tonaf Inns (tons Jhat n^bestlar explain 
m volume & toe bodies. 


Here <yoo can see Ihe modeling of a cylinder. First, the 
contours are TnebtYdars 

pf tne darlfHSI mtJ hgft?a$r shadows am indented wtlh a 
soil storing in mo mxfcto fl<y. 

The oamw shadow *s taimffiedL rhg leaser vokv 
being onthem-iteone that receives*aciJ!gnr. On 
tho nght border inn. the raftje toms Gghfar agon dbe to 
ton rotactod ibgbr. 


A 0 

V ** 



The comae? rete/ionship 



OPTweei values arid, 
toanta io tile transten 
among toom toe 
mocteteig of et cylndica) 
voUnehas been 
agtwMad. Wow rha only 
thng Ihal needs to bo 
done Is to intense trie 
mOdetng try dsrktanmg 
an mn vafljns m orfliar Id 
maintain the ratotnoraOp 
among ttiem iCJ, 


cUrheberrechtlich geschutztss Mali 



WQRKJHC WFTLV 

Wooing should t» done wflty and (KogressiMlY, avoiding at all times 
Ihe p««tsnce ! £rt stroKra, Intensity' the i<ak*3 tty aupenmposHig n» tenuous 
ones. That ft. shadings wilt acqymyliHB gradufitfly Over (he Inrtiai sheriings 
tM drawing, darkening valcae, highlighting Illuminated idoes, and rendering 
more pfficrsely the votume and srflBtis on the tanne of the objects. Wbrttmg 
Jhfl thomo as a whoio, yoti tan atftirmj a uniform and atmesoharit etfeet. 
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rratns^chnrts cotars and 1 givos a 
oimosfrfwjie tam that of she dayigTif. Shadows am 
mom* c^^edam/jrjeoi^Js Jra# (fcrtttrf and more 
tjnOant, 



tVhsn ffawtog with a sotrco of arttPooi Ught, you iWt 
nofco a vary dstinct.'re aurcaie of Sigh t that surromds 
it. ybu shotrtJ teep fh if su-Jtf rtitfT, it t ths case, the trghS 
source is ntdtit:. so the scutes should tata# shat 
Erector? 


By canflnettng the ighf effect in an tnSertor. ctoTurusteig 
the contrasts among Tones, and avodng .ihfenso iViGa r 
states, yoii wfi achieve a certain s-nttence. 


STROKE AND ATMOSPHERE 

The stroke a fundamental element in drawing 
Independent from the atmospheric effect created 
with the various gray tores, the strode should be 
adapted In relation to its distance. The slroke is 
understood not only as a line, but atso as a 
gesture. As a certain ambiance begins to be 
created In the different planes of the drawing, 
fhe stroke should vary in relation to the gradation 
and direction. 


Tbw handcBn.be 
used lo blend and 
yen# fngortips tor 
toed blarefrig. 




fr1 0 tonal drawing (A} tho 
form are ctearV 
dtronzn rated .wrfrhor 
bortf&rs are iwpl defined 
ttanatoiesphanc 
(Jawing (8} ihe profiles 
arudSSolYBdandltm 

forms megrote with om 
anather; Hmre am fth 
marked bonders. 



















Chiaroscuro: 

maximum contrasts between light and shadow 



of (Its etemenis of ihe drawing will vary depending on line siluatlon of the 
modal lr rotation to rhe figm focus. The loss l«ght the stilMife zones have, the 
darker they wdl be: tnas allows for greater contras! wheie ihere ts less iBumi- 
niation. Chiaroscuro proposes an exhaustive analysis of ihe model in relalion 
to the HurThnalion n receives; ttierefore, Hie treatment of the surfaces In rela¬ 
tion to the b-ght ii indispensable <n rendering the differen! objects composing 
the model. 


These draw* <gsc^e sphere cteeny 
■ HiSfirire ir** a 

Kifr mndorod with r:r>dotr\g effects 
!A ■ and a body mndcmd with 

- cftartiscjxrr? |EU. 

K- stows taraf trznttkxts, 

[, ■- wnoreij; She t ■ : has t^eorer 
S' cor '■ i:T ttfiwtv the jiUrriffiaSad 
and the shaded zones 


Urheborre 
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ILLUMINATION IN CHIAROSCURO 

Ttie model's value ter chiaroscuro ns determined 
according to me background and the light tocos 
it receives. It ia essential to understand that the 
light ts not the same in the whole surface, given 
the tact that once It falls on the Nrsi plane of the 
model, it gets distorted and bounces off. chang¬ 
ing each zona. When coming laterally from an 
electric source, Ihe light is direct and creates 
well-defined and outlined shadows; when The 
light 15 diffuse it comes either from a natural fo¬ 
cus or as a reflection of the electric l ight* wh ich 
produces soft shadows wtthout edges. 



Tte o^itpressad charms 1 
pan& is Jtfair fordhUatwaio; 
ft flftws you to uuafrie the 
forms and create more «fense 
and contrasted blacks than 
natWBt CtWQQfli. 


THE ZONE OF GREATER ILLUMINATION 

The zones Ihst shgw brilliance, as well as those 
with greal illumination. should be free of char¬ 
ms!. -sanguine, or chalk. However, if there is a 
mistake these ronas can be corrected with an 
eraser, 


THE DARKER ZONES 

The 2onos of maximum darkness, corresponding 
to the darkest lone in the tonal value system, can 
also be kerned wrtfr a special method. Once the 
desired tons is achieved. It should not be 
touched. This zone will be definite, Doing this 
wilt help avoid limiting the adherence capacity of 
the paper, which would impede achieving a dark¬ 
er tone if sucn lone ware necessary. 


Jfrtj coge-s at a new eraser may be Wad to worn an 
smiiV surtj xm amt rtor.us 




nxs cfteroscuro effect c 
cfraracfaniBdPya 
strung contrast between 
t&tsmd shadows, 
wfx* gores' amycfl 


d/amat.'C appoaranco to 
the modal. 


To leern ixw So work 
wifi Hfnii and 
snadows. direct 
intense kghl drectly 
grrlo she model- Thu? 

wii boahy create 
nfterent dark and 
hghl Utorarttas 




U rheborrec hitich geschutztes Material 





various studies of 


tonat value; it facilitates gradationst^ppiy^ 

sort tonal gfsdatjqns on a zone with 511 asiabiisheo value syv 
Terr Blending is directly rotated la tonal value, which 13 why it 
should ml be used to create affect. Blending is a practical tool 
used to cla borate the drawing. Balt media, such as charcoal and 
chalks, are (ha most appropriate materials for developing layers 

I ol Wended atara, which wim give ihe dcawmg a rrmre picttyiai 
t only produces subtle tone effects, but also gives the surface and 
ig softens and combines Che different renee in the drawing 


ichutzte 
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Sfumato: 

smooth contours 

Sfumato means "a softening ol the tones." When applied to 
drawing, the Term refers to pnoducing very subtle tonal grada^ 
lions, similar to Ihe misty effect ol the wash. Atter an initial com¬ 
position is made, sfumato rs created by blurring the strokes and 
shadings with your fingertip. The sfumato effect in a sketch is 
very soft, given that tlw uniform gray tone integrates light and 
darts tonalities. 


Sfumalo can fa used as 
a medium jo omeifig 
e rmpsorwe to inify 

the tifltftit'l vatuos of a 
cfralwng 


ATMOSPHERE IN LANDSCAPES 

The atmospheric landscape requires, more than precise terms, 
sfumatos, bfurred strokes, open Unas, and suggested lorms. The 
general atmospheric appearance of the drawing is usually more 
Important than the precision of each detail. For this type of draw¬ 
ing. blending links Ihe different parts and gnres unity to The wdrik. 
The misty effects should be carefully mixed so that the objects 
are rendered wilhoul explicit drawing. 





Qbwrv o sbfMJ haw a 5fur>ala 
c*awDi£ has a more prciortaf 
appaanmoe then are made wflfl 
dMO and precise Stnc*S£ 


Because orapmw is very soft and 
a/fcMrs tof a very dtHibate finsh, it 

ftfendswef. 
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DIRECT BLENDING 

On a support treated with graphite, charcoal « 
chalk, terms can be dissolved by Wending direct¬ 
ly with ycur finger. For sfumatos to be soft and 
wdl integrated lo Ihe white of the paper, without 
a if ace of strokes, rub (he drawing with papers. 
This method is not as precise as blending but 
may work ter treating large zones of the work, 
such as the sky or water, wtirch require an espe¬ 
cially soft and delicate treatment. You can also 
rub a graphite shading with a cotton ball lo ob¬ 
tain a soft blend* allowing you lo create ihe gen¬ 
eral tone of a form, 

THE IDEAL MEDIUM 

Charcoal may be Ihe ideal medium for the sfu- 
mato tectinKjuo. due to the lact that it has nch 
tonal qualities and can be mixed and dissolved 
very easily. The sfumato lories can be achieved 
by rubbing the charcoal on the paper with your 
lingers, so that the foreground integrates with 
tee background. 


Charcoal js tne Ossl the mectium tor sJUmata a (feels. 








mmm. 























Because or M 
(nflioat)kiCfwaci». 
ClVfffflill 0rl,1rtW *>j 
la ruffe tl» pentimonti 
more easdy, atthau^i 
they rerori ea ahaftJi 
Ikies. 


Correcting without 

erasing 

As It develops the drawing undergoes a 
process of wnllnuops change, to She poinl thn? 
the initial btocfe-kn Is only en initial rateranee. The 
artist should transform tha work constantly, in- 



crtiaslogfy marking the stroke that dohrves The 
different pfaneaartoi forma, 

As the drawing approaches its Anal stages, 
lines gradual!* cow previous ones. Ttie process 
Is a conUnma correction of forms. The- final 
lines are defined with greater decision then the 
first ones—this conemon does not necessarily 
have to be done with an eraser.. 


DELIBERATE CORRECTIONS 

In many gi the drawings by the great artists, the 
corrections m d repetitions are let! in the drawing 
deliberately, as a pfaefreal resource, which gives 
vital try lo toe work Thee© cwreeSlons: are Known 
as pentimerni-HtiSin for “repentance," These 
correefens add intonrst Jo the ’work; they express 
a strgrsge fascist ion for she unfinished. the 
sketched, and for Site drawing process, as op¬ 
posed to an kwerasS in 'm-shed end detailed work, 
which appeals to the romamte sd© ©1 every hto 
man tong, Therafora, we encourage you not to 
pay much attention to your mistakes, Instead, 
draw next to them with more precise and vigor¬ 
ous strokes- Every drawing should bear* experi¬ 
mental and changing process, Correcting is a 
tomdamental action in this craaty-© process. 


)r, tha certain' of t ns fgt,ra you can sec tfie 
DjpsrF'posDj stokes, whcfi resiAtoc? ton ifw various 
ettampfs of rfia srf tsl Notion F» ctofirf of tha Gcw^cforr, 
fot instance, n War ftOSiHart Of the arrh. 
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SKETCH AND MOVEMENT 

Thepenfimemiare very oflen nested to the effect 
of movement in |he drawing. The sketch Impres¬ 
sion is considered fundamental to transmit tne 
sense oJ mobi*ty. The slwmalo elfeet, trirough. 

which a figure's contours am blurred, is a com¬ 
mon resource for suggesting action. This u the 
same principle ol the image fhai is out of focus 
In photography- The dispersed mass of the figure 
gives a vibration and movement enact. The sil¬ 
houette ol the model is not outlined; rather, ire 
model is given an *nprecise profile or various 
overlapping profiles, which indicate the effect of 
movement. Sometimes, a more loose styte. with 
gestural fines, is more appropriate to suggest ac¬ 
tion. Long. disorderly, and retaxed strokes, as if 
capturing a subiect's high-speed movement, also 
produce a certain erred of mobillfy, 









1HT 



in 


drawing. 

Any object has 

three dimensions: 


height, width, and depth, However. Rawing 

the erisst only has a flat, iwo-dimensionai surface lo work on. In or¬ 
der for the repneseniation io have the appearance of volume, yam 
muEt foCow the principles ol perspective. When a model presents 
difficulties Ql drawing and rf you want to gel Ihs most realistic rep¬ 
resentation poisib e. you should hole in the sneic n hII The lines 
that Wi| h(Hp better represent Its volume: the principles of perspec- 
iive are very uwfiyl to draw ihese i*nes ccm«1iy. The notions ol perspective and teaming how 
io measure will enable you to compose wrth strokes that will configure the sketch. In this sae- 
iion we wilt discuss perspective and depth effects, two very important dements. 
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notions 


Ine reality we perceive has Elves dimensions. 

To represent this reality on pamper or canvas the 
artifil only has a flat, two-dimensional surface. 
However, appropriately projecting Eha represen¬ 
tation will express depth. Thanks to Ihe basic 
principles of perspective, parallel, obfcque, and 
aerial, you can create a realistic representation of 
a model on paper or canvas. Besides being one 
of Ihe most commonly used formulas, perspec¬ 
tive is also one ot Eha mast effective in represent¬ 
ing depth. You just have to choose tha point of 
view and Iha composition that will best rapro- 
duce the distance eflect. 

LOCATING THE HORIZON LINE 

The first thing to do when drawing a landscape 
in perspective is to locate the horzon line. This 
line is very easy to locate: it doponds an the po¬ 
sition of your eyes when you are looking forward. 
!l Is an imaginary line on the honzonlal piano that 
crosses exactly al Ihe height of your eyes. The 
posjlwn of the horizon will depend on the com- 
posrtsan and will be a paint at reference through¬ 
out the drawing process. 




Our surroi.wiv-gs are foprasentml m :,h>vi 

■Seme of the anyHesr □tyects aso potyO&ttxis formatf 

by fDor piaood surfaces or more. 



Tbe tvrvon me is the 
pmcyHi me to be 
txatod m jr»® modW 
After locating i, o/S rhu 

oc^s are paced 1 y» 
i&at/w io f.is imapmsiy 
me By rsrstfig ibe 
honzm Ine and pocnq r, 
closer to Jho top of ihe 
compos-rcn, you mt 
crJaryn tbe area of Ihe 
piOLBW ncuHd m yo& 
ftpd Of iflSOrT 


heba-n 



s 

J 

UJ 


I 
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PARALLEL PERSPECTIVE 

The paraltel perspective of a vanishing point is 
the most simple one end is used whan the ob¬ 
jects have a vertical side ilia! almost completely 
fees the viewer. The lines el lha sides converge 
into a single vanishing point. In tho frontal view, 
the vertical lines ero partial, as well as the hori¬ 
zontal lines. In order lo find the vanishing point 
you only have to draw freehand the lengthening 
of the lines of the lateral sides. 


litis wtf drtav it dude m parafie* per^fjectvo fiofcw: 

A. Tod#rt)opany any* georneme 

first drew the Iron! line jhet t$ ctosest 10 you- 
s. Pwn, fri* the redden (he 
located on ihe hcmon the. 

C. Move me measure (na! rrartoffw cube's depth. 

D. Cngwsome straghtvertioilAnes toAiish defining 
rfte tack prow ot ihe ^gura. 

pamHelS tks that conode in iftor vertices. 


In urpim- iFid /unaf 
iitnCscdtxx, Jf b CCrwnori 
In apply prune f^es of 

parafer perspective to 
render streets or 


BEGIN WITH A CUBE 

Tho cube is the most useful regular figure to un¬ 
derstand the way perspective works. Afterwards, 
you may proiecl any other regular geometric fig¬ 
ure by analogy. From the cube you win be able la 
develop now forms of parepoctivo. The simplified 
spherics! or cylindrical objects are drawn the 
same way m parallel perspective. The foreshort¬ 
ening of the circle, if there is one. does not 
change. A horizontal cylinder in obl<|Lie position 
looks very different hum the way il looks when it 
is vertical. The two parallel lines seem to be ap¬ 
proaching each other as the distance increases, 
receding into a single point (vanishing point) lo¬ 
cated exactly on the horizon line; this ts the 
case for a road or a path that disappears into 
tho distance. 





To drtnv a cytindur 
jw sncxJP ^pf fc 
rhe iftamnas of (he 

Oqx of dibit. Drew 17*3 



crctas ht fxrspOcIrtB 


on tm upper and 
rower sides and traw 
tbe Cordero/ me 
Itattis. 


Wpw yoy e@n see tba 
vertcahEyfcndGr, tau wH/usr 
need fo lengthen ine 
dsf snee beiween n>? rwo 
sxJbs Of the cube end 
mc/vdo me figure jnpds it. 
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Oblique perspective produces a greater impres¬ 
sion ol depth than parallel perspective. It ft chat' 
actwiwd by having two vanishing points, 
because the vertical lines are the only parallel 
ones, The other Ikies* the non-vertcal ones, re- 
. cede to one vanishing point or the other, Tha 
/name of ihi* kind of perspective b due to the 
' 'pro^ftion of obl*?ue tries, 

OBLIQUE PERSPECTIVE 

There b a sequence to follow In order to develop 
any simple geometric figure using oblique per¬ 
spective. First, you locale the horizon Lne. Taking 


most visible side Of I he geometric figure. The 
lines lhat cross each other In this figure establish 
a vanishing point on She horizon line. Than, draw 
the aide next to the first one. This side has more 
foreshortening, although it remains visible. Ybu 
can also link the linos that Cross One another, the 
ones that locate the Second vanishing pent On 
the horizon line. 


When you see the facade of a house from a 
iront ponl of view* the lines of fhe construction 
wilt generally be horizontal end vertical; however, 
if you observe the same building from a more lat^ 
era! position, distinguishing several sides at the 
same time, ihese same lines will show fndmaiton 
because of the perspective effect. 


f 

L- 


P" 



D 




A Jo drew a cube m abtexJB perspective measue the 
neHnesJ end most wsibrt! edge. Then daw rfe 
fionzun ire end Artr one of too rarteos of toe edge 
to toe •nmisbrng pant. 

B. Prefect a parotid tone Jd too ong/rm! edge to define 
one of the cube's sides. 

C. Locate spotter vanishing pomr m the opposite side 
and draw toe civreEpcodrig perspectve dagonais. 

D Usdgihesamo procedLre, naze a tbirdeoge to 
dofrw ffw second skAj cf the oubo. 

£ Wxm you draw too final maxing fries >ou wM be 
abk> to verify too npiwntldan of the cube « 
correct, 


OCJqua & v#y umtftrf wfterf &awrt$ ltd 

comers at a txjkXrx) If juss a SO&tvi aopftirijftce 10 
areMecitraf nwsjnjctferft 
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Ttnj may Wdrtf tO tfcnafcfl 0 
putfe, Such aaHwone Shewn 
P»6jjLi , $ toreasmrt 
>^ieti you rmo to locate (he 

LTVV^wi^. ponf O^arfe Jhe 

(*pr- 



p49CeiSpiK»Of 


ORAWIHa WITH A GUIDE 

When two vanishing points am very far fram 
each other a guide must be established. , 'rbu 
should First draw a bigger bo* in Which the 
model will be Framed, keeping the original incli¬ 
nation of the receding lines. Secondly, you 
should segment the most visible edge, the verti¬ 
cal straight line in the middle, into equal pads. 
Then, draw I he vertical lines of the ends la Create 
a guide in both sides □! the paper. In turn, divide 
these segments into the same number of equal 
pads than the main edge. The two series of 
oblique lines are a guide lo d raw balconies, 
windows, etc. 


The aanaf consul's of ttvw varvshng points, in 
rvd or Jo devetop rf r dew the opfxr side oJ a cute n 
□Pflqua perspective. 




on when you aro 
drawing and usn a 

thread or a ruler to 
draw and lengthen 
Hie receding mes Lrti 
leacnng me 
vanuhng pants. 


AERIAL VIEW 

This type of perspective consists of three vanish¬ 
ing penis, Two am localed above the horizon 
sins, The third one <s located on the vertical fene 
and , therefore, perpendicular to the horizon ine. 
There are Ihree senes of lines. Each one con¬ 
verges toward its corresponding vanishing poinl. 
The particular chsraclensJic of this type ol per¬ 
spective is that there are no parallel lines. Some 
aerial views may lum out distort ad The best po¬ 
sition is one in whigh the forms do not became 
extremely distorted. A low object, fqr instance. 
Opes not iooh very distorted From an aerial view. 


men, rjVtfiv.TVJ fi g/OSS 

Pom the wooes. tods 
m&p&nt. Attar tfiaf. 
rads itv: vortsca’ Ana from 
Jiie center of rtson ar 
jne intersection of ihe 
meoteas. 
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drawing with Atmospheric 

perspective 


I here Is a type of perspective which Is not 
made with tines* vanishing points. & division be 
tween spaces* and which also creates a dime 
dimensional effect. This is atmospheric perspec¬ 
tive,. Which is achieved through contrasting end 
defining the foreground end spreading and fad¬ 
ing lhe background planes- The depl h effect and 
the atmosphere are an optical illusion caused by 
the water vapcr and the dust particles in the air. 
which partially fade and blend the colors and the 
forma at a distance. The lived dlmensionaJ repre- 
sanitation through light and shadow effects and 
the sensation of distance are achieved by using 
this atmospheric perspective. 



m drawr^s rtfwrsfllo tfroe ttinarmaftai office fra 

recraiSBtl through almosphorio perepoefim WW most Wwn creetv^ the atmospheric effort. tf» artraf S goaf 

intense Jones ere tested 1 rr Iha Jbngrcund and fade ivrff £w fo wort l#M> panicbe and rfw water vtitxy n ;be 

toward the Oaokgraund ak. 



ATMOSPHERE AND LANDSCAPE 

spheric effect is stronger in the 
drawing when you are trying 1o give a 
it to the planes that are further from 
The foreground will always be clearer 
contrasted than the background planes. As 
planes approach the background, they lose 
and color, and show more blended 
and killer odors. Having the correct value 
assigned la every plane of the drawing, you will 
abkr to recreate an atmosphere with greater 
density for each, delermining. by 
at the intensity or the drawing tones, 
range of grays corresponds to each plane, 
this in mind and try to find this way of 
chi ng the value to emphasize perspective, 
and. as a result, the three 
effect. Tlie best time to find this 
In a landscape is at first light, when the 
is still covered by a gantle mist and a 








Consider that, when looking at am objBCI at a 
short distance, your aye immediately focuses on 
the object and takes Out Ot lotus aB the bodies 
that surround it that are hot at the SflitW diS* 
tanoe. When drawing a sUI-life, try tb follow this 
logic: draw relatively dear, sharp objects m Ihe 
foreground, with lass precision in those behind It. 
You may also create gray tonalities of the slilHife 
with an eraser or simply with a blending stump” 
the goal is lo create the at™«(ihoro through Ihe 
subtle difference among the planes. 


Jhs drawing skews you hcsv to acpiy me deptn tfhftcF 
w<tn t?ays Look how P» cta*ar ttacte appear ^ the 
lower part & lfie drnwTng, mo ^w Ones are m 

£fw oppor part of tho tfnwvig. 


gfuen to me planes m toe 
hack at trie npptB r ttus 
effect protluOBZ a 
separation m tPe 
armcatmore of tho IWo 






the Coulisse effect: 

successive planes 


Impending an me depth o( a body m relation 
to the VHW 0 T, H wilt be m front or behind other 
bodies, You can establish an order by first piac- 
ing the closest obtact in the foreground and lh* 
farthest otijedf In the background Th« wilt allow 
you to situate the different planes that ana cm ■ 
bedded In the framed model, These observations 
decide where to situate the planes of the draw¬ 
ing and emphasize the depth effect of the model. 

The French word courtsse refer? to The deco¬ 
rations on the side of a theater stage that are 
arranged so that the actors can walk on and off 
ssage; they are also called top curtaina. In mis 
case, the three dimensions am created trv suoer- 



T?» crxjfeso ettacf msy p« o&smed in *$0 

landscapes dump sunny flays, 


imposing the planes, as if (hey were drop cur¬ 
tains, Each Land scape plane is represented as if 
it were a top curtain; the succession ol planes 
emphasizes the depth effect. 


The wSSSW Of p&nssrandered en homogeneous 
shsrtngs mrtch tads with Iho rJstanca 






SUCCESSIVE PLANES 

Franc h an ISIS adopted this word Imm si aye design in Order 1 0 define a type of com posh inn, 
in which the superimposition of successive planes generates the depth, or throe dimension- 
til. repreaen tation. The over lapped pianos fade as if they were superimposed layers of differ¬ 
ent tonalities. The luminosity shifts help create changing distance effects and. therefore,, 
enhance the depth effect of a landscape. 

This depth effect is not appropriate for rainy landscapes or with diffused light, ft is prefer¬ 
able to apply the coulisse effect to sunny landscapes, when the various planes era more de¬ 
fined and cleaity delimited. 


The co lofts se effect aStowB f or a 
suceeMMtSsir^jton of fanes fbe 
poo/ is not onty Jo ctoj-To a depth 
effisc t twfefso ft? create amcnj 
*Perfafi*rj COfflpoefm 
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DIFFERENCE IN LUMINOOTY 

In a atilMtfe. a portrait, of a figure, yog can identi- 
fy foreground objects by just detecting a etngle 
background on which (he objects will stand eut- 
Tbe effect of Ihe so-called repoussoto. wNch are 
elements of considerable sbe placed In the fore¬ 
ground to mafia the background look more dis¬ 
tant, will be reinforced in landscape drawing if, n 
addition:, Ibare is a strong difference of luminosity 
between the foreywnd and the background. 


LOOKING FOR * FOREGROUND 

When drawing a landscape outdoors, iry fa find a 
point of view in which you can situate a 
(Sstinctive foreground: a iree. a hut, a hsytgfi, etc. 
in case there is no tree in the foreground, you 
may can appty the formula of the English 
landscapists from the end Of the 1 fllh Century; 
these artists represented the third dimension by 
drawing some bushes, rocks, or bluny edges in 
the foreground without definition, as if the Objects 
were dpi Of fOcuS- 



nbo can see ffw 
gtoierenoe between rtew 
two photographs. The 
□ns on me ngfir a, 
wdfiout doubt, more 


fcrepTDtind, when pves 
greater depth effect end 
variety to the 
compost on 















pencil 


and 
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pastel drawing. 


rawing does 


not always have 


|lgj| J tO t)G monochrome; this medium included catarfdospite the lact that 

many people lend In think the appOSrtH). Colored drawing gives a very chramadc 
brilliance with a dear pictorial appearance. II UstraLixs and drawing professionals 
achieve results or extraordinarily high quality with |usf a rew colored pencils. It is true 
fRjfl that cotortd pencil werk is not very different from graphle pencil work. The dffler- 

eneo lies in that the oifon to establish ihe value of the grays in the monochrome work 
15 substituted by add mg odor to the value system; however, Ihe techniques used ore 
basically the same: hatching, usmg paper texture, and a type ol work that includes fane 

or tonal slain. 

Like colored pencils, pastel s an ideal medium to start learning how to draw and to mix colors. It -s also 
good to discover the way in wh*ch post a few odors and black enable the artist to achieve almost every 
tone ot the cokK spectrum, Colored drawing is the first step to learning how to paml. because it aPows 
you to tfraw without paying so much attention to Ihe medium itself-which is a habit whan you are used lo 
drawing with pencit. it allows you to focus completely on the base problem ol mining and composir>g. 


JrheberrechtEich gcschutzEes Malarial 




1EH 



A dense dfcsnt/ng 
dlfiOMff >t5lt to cover 
any sraa ofttmpnpcr, 
era? when it e 

colored pat** 


BLENDED DRAWING 

Blending modifies the appearance and texture of 
a color through smudging and dissolving the sur¬ 
face. H'ns will turn me paper mm a layer ol line 
and semiopaque odor, Besides giving depth to a 
COmpgsilMjn, blending elao fulfills (he ertrst's 
need to smoolh contrasts and unify cotars Irom 
venous lanes pf the work. 


To oustoa gradahon. muipp/yu c&y. Tfvn wrjya 
sepenrrpcsod zone, apply Lha second color. The Swq 

sofees am iArnSM 1 unf i dsise rrartatons benveen 

rnnm a?® aeftnevod 


To fttomj srro*es or 3 shasngi juP a cotton fiatr agamst 
the pastel. Pastel's mbtAfy on.-rMra you ta extend and 
btefKSit UTffljf Ms A^WSri^Hajpao'ocf, ntvcfr is 0 l 'try 
popular method far this roee*'um. 











One of the most attractive characteristics of pastels is their ability to mix 
with different colors to produce soft and velvety tonalities, as welF as subtle 
gradations from light to dark. The artist's personalty is reflected in his work, 
the material used r and the way he or she maxes colors. 


d! 

I 

I 

| 

how to ITlix 

colors 


IWian iwxtaryj with 
thn» or ItXreHSMrit 
cotars at the same 
nme, pukce sjiBceef 
mfton dbffl or thQ 
iabki. This ksi'ff pnrfa:! 

and Bottle me 
surface, and can n!.-o 
Oous&J to ctoan tfta 

cdom t}isi 

como m contact wrm 
orhar colors. 



MIXING WITH STROKES 

Superimposed mixtures ot pastel hatchings produce the so-called “optical 
mixtures. “ The eye. Irom a pertain distance, establishes the mixture between 
the strokes ot bath colors. It you want to crate a zone of tonal mixture, draw 
soft random strokes with the tip of the psstei or use it on its flat fiat to draw 
wide strokes; do not apply too much pressure because rf die pigment 
adheres too much to the support’s surface, the mixture will be more difficult 
to make. 



7ft r „mbad r>i v*ur, v,r> yt r;we than Cwa sxtfxs n$vO 
Aeon rn siio to** dirty arc mpf xiso compared to ffie 
amesWX^riy mar* Jarfumd rsUnra: 
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colored 


Oencil 

techniques 


Tr, 

the 


Hies Of colored pencils allow for 
of some of the basic resources 


al drawing and the polychrome effect in a single 
work. With a good knowledge of the material and 
an appropriate lechnique, the expression possi¬ 
bilities or ibis medium am ideal for practicing, ex¬ 
ploring, and discovering the nature of eofcy r its 
comblnatioris, harmony, and variations. 


A pureV trwar 
is tfrg most 
approach to use m a 
daw wig Ai Ihe same 
fmet, jT jie the bogtnrmg 
of any work 


A MORE LINEAR DRAWING 

The characteristics ol colored pencils enable you 
to develop some oi the most basic techniques al 
the linear stroke. The weight end width of the 
fino r its fluidity, its experimental character, and iis 
posaibililies of being continuous or discontinu¬ 
ous produce effective optical fusions in a draw¬ 
ing. Besides She fact that It rs the most 
elementary form of drawing, linear drawing is ihe 
basis of all the other techniques, 

Belowj beginning to draw, the first step any 
beginner shoutd take is to explore the variety of 
posable strokes and familiarize him or herself 
with them. This can be done using the sharp¬ 
ened point of ihe pencil ffor fine strokes) or the 
side ffor wide alrefcH). Purely linear drawing is 
the moat difficult approach: Ihe artist must ren¬ 
der the colors, tones, and textures of the subject 
without creeling shadings or tonal gradations, A 
skillful artist is able to describe, wrth a single line, 
ell the possible visual strokes for a drawing, 



Gotorwdfxjrxis use 1571^51430^^051^0^ T Tv 
c^ftxoTt rt Tv* variations ore achicTOtf by suporroposrTg 
new soumOtes to an intairorty. 



m &&¥ to master the toefrAjues of coforod' pone* 
ftpivirtj ntst ejuperxnerir wife mo stroke the Otgrue of 
pQmentat&tortf&pQrtci, and toe fiator>ess arid snape 
of ma pom - rtflett»r ,rsharpenedor Mdtp-sfiqnd 
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COLORING PROM LIGHT TO DARK 

The colored penal technique is based Oh pra- 
grsssivBlv intensifying tortes. hues, end Contrasts 
and Dh superimposing color layers, that is paint- 
ng from light to dark. This will result in a mare 
efficient control pi values and tendencies. Other¬ 
wise. the paper surface will rapidly become satu¬ 
rated, making n difficult to overlay ectors. 

Besides scumbling, you may also use hatching 
or croaa-hatching. 


THE AMOUNT OF EACH COLOR 

Each color nay have one or more tones. These 
values depend on the amount of pigment tnal is 
applied onto the surface, Wh*ch win constitute 
the amount added to the mixture. A small 
amount ol color should be added for scurnlWng 
or ior applying tenuous layers, whereas the first 
shadmgs should be more Intense and opaque. 



The rtkWf common technique or MtorBd panel drawing 
rs to SMeyS draw to Ught JO dark, he&rrwig with very 
soH shodnpa jt-tct £in'5hvig> far most nfonse and 

contrasted COAjtk. 


SHADING WITHOUT STROKES 

In ardor to obtain homogeneous shadings, fry to 
choose a direction and maintain It whde drawing. 
Each stroke drawn neat to (he preceding one, 
evening the same amount of pressure at all 
times. This will produce a homogeneous shad¬ 
ing. When the area to be covered is targe, the 
color should first be applied to a small /one, Aji- 
oltw adjacent coloring should be added after¬ 
wards and so on. trying to hdo the borders of 

ihe ZOrteS 




ShJCkitJ mttlS&rolS 

prevvles a wry 
homopenflcus reswir 
wrthdgf chisngos. 
Fhs dftwj you rp miuTt 
rai/Kj^wT^ar any 

ponr wuhttrt cnwr^isr 
scales or sudden 
conges 
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Fhif conUtxvS SuperrnpOSitien Of Wfers gives catered 
pend drfnwgs torvtr gr^wns ArifuM r/wp cater 
ctvtnges. as we# ms aa aUtenna-W ajmospnere. 








I eatfierihg and whitening are perhaps IwU a! ths mas! inEeresEtng, comple¬ 
mentary colored pencil. Y/hile n leathering the goat is io achieve hanriDniia- 
tioni and obtain atmosphere through the simhe, whiiemng gives luminosity 
to the color fey lightening the colors with superimposed layers al white. 


feathering and Whitening 

techniques 


FEATHERING 

Feathering is a method in which a soft drawing i& 
made on e*i area covered with a different color 
with gen lie, juxtaposed strokes, always In Ihe 
same dirwlK?n, to achieve an atmospheric effect 
and harmonic rhythm and dirpciion. In i his iech- 
n que, delicate directional shakes are drawn over 
the subjacent color, whh a loose wtiS! and exert¬ 
ing '■ ttlc pressure. This technique is ideal Tor in¬ 
tervening with colored pencils on a monochrome 
drawing, smoothing pronounced margins, and 
creal>ng smooth Eghi and shadow transitions. 


A CHARACTERISTIC APPEARANCE 

With this technique the drawing surface presents 
a vary cftaracterlslic appearance, temln seen! of 
a feather-hence »ts name. The accumL/al-on ot 
verfead strokes modifies the Pas»c colors, pro¬ 
ducing iuotlo and du i nurtures. Those mixtures 
am sorneltmes similar lo those ot impressionisi 
arfists ilk* Degas, who often used this method In 
ms pastets. Ajfttie whole surface ot the drawing 
shows a tonal range of the same intensity and 
the same vertical stroke, the work acq uros 
greater harmony. The feathering sirotte also sug¬ 
gests dynamism, movemenl. and e vaporous cf- 
Tecl. m the figure you can see a vertical 
feathering Which contrasts interestingly wfth ine 
horizontal emphasis of the Sleeping figure. 



n»e fedfnenng reemroue >5 &?sod on mg ju^apusifot 
of short and tfrecJona 1 srrehBS, wht* £ve a 

cNFUcicnst C toJtftre ft? [ho 



1» 



FifSt ^-tnefcr the dnakwiy with 
(edinfrjwes:ffienyou mayepp>- ,{ - 


ikMQStr&tGS, satmbng Ihepqrey 


Colored pencil. due to their physical 
consistency, have a particular character¬ 
istic: they alfow for the blending or soft¬ 
ening of strokes by adding light gray or 
white on top ot other colors. This gives 
the drawing a more harmonious appear¬ 
ance and a soften less contrasted chro¬ 
matic affect. 

The whitening techn ique consists In 
polishing, balancing, and mixing the colors 
on a surface covered with shadings by enfy 
rubbing diem with a blending slump, a white 
pencil, or an eraser. Besides the combination or 
colors, this process makes The pigment particles 
finer and gives the drawing a glossy, bnlliant 
finish. 


tVifh k^iiarirritf ^ju 

can etifttff ownw 
pasfol-tSie tones, 
whose fo»fum wa? be 


fijaf ottne direct 
op tors, t! mH cmso 
(he tone to become 

gorier rrtfl pg*w 
wi/acQimiii d&tfowt 

quaififi 


WHITENING THE TONES 

The best way of whitening is to apply the whliu 
color intensety on the shadings, which causer 
the initial co o-s to look duller, more paste’-hk- 


that is with softer and less saturated tones. The 
strokes are blended with the while pencil and the 
effects of (tie paper-texture disappear, It is nor 
necessary to comptotety cover the papers sur. 
face with white tones; you may also obtain gra¬ 
dations from more wvld, intense colors to mor* 
whiter, bghterones. When using this technique 
bo aware that the paper can break easily be¬ 
cause of the amount of pressure exerted on It 


iff yCw a&$v sutCes5(ve ootor teayare an1 wtvfan r -.rr? 
fa}!* you can eronte a very serf, niartto-fifro ■utfjco 
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SGRAFFITO 

The sgraffito technique consists in producing a 
layer of impasted cater and than scratching tha 
surface with a stylus. Oil pastels, because of 
their waxy consistency, are very good to use for 
this technique. Each scratched stroke will re¬ 
move the upper odor layer, which easily turtles 
off, uncovering th* first layer color and allowing it 
to be visible, Fn the sgraffito technique any sharp 
tool may be used to create a great variety cl 
lines, from dense scratches to fluid and thin 
lines, 

COLORED SGRAFFITO TECHNIQUE 

This rs a common technique when drawing with 
wastes, which offers spectacular chromatic re¬ 
sults. This technique consists in drawing various 
superimposed layers of dense end fhack color 
and using a sharp tool to scratch laws through 
the color areas to reveal the colors and paper 
underneath. Dark colors are usually applied over 
light colors. 



1, In order to use the colored sgraffito technique 
with waxes you should tirsl create a very basic 
outline of the drawing, You should avoid adding 
details, because they would end up being 
covered with the dense wax layer. 

2* Then with bright-colored oil pastel, cover all 
the model's zones with thick stains-do not 
worry about defining them. After that, cover the 
initial color outline with a thick layer of black 
wax. Only use enough pressure to cover the 
surface fully. 


a. Now you can scratch the black layer with a 
lancet or sharp tool to uncover again the 
underlying colons. Remember to control the 
direction or the stroke to achieve the desired 
effect. Tha darkest zones will ramam intact. 
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drawing a Nude 

in charcoal 

-.-(Vftn though ehtfjtoal may S0om like an e nitre mety messy drawing 
medium and ena diflkMjtt to conlnK dud to its powdery characteristics, 

Its ahUty to retted tonal gradations is so great that this techfliqua is 
worth teaming. Charcoal is difficult to manqxilata in small format draw¬ 
ings, so h is bettor to work on a large shoal that is moixited on a ngid 
support, Here the modW is a f«mate nude with interesting light and 
shadow contrasts, partially illuminated from the front with chiaroscuro 
effects. In this exercise, presented by Carlant. use the charcoal's point 
to perform the fme strokes. the charcoal's flat side to ^(roducethe large 
tonal areas, and your fingers ic create the various tonaf intensities. 


t, The two initial outline sketches are created with the model's forms 
correctly proportioned and the model's contours defined. To staff, do a 
couple of Quick sketches while observing the mode. In these sketches try 
not only to register the form of the figure but also to capture the pose 
correctly: an oval for the head, arched lines for the height of the 
shoulders, the position of the arms, end the support of the legs. In me 
second sketch, pay- attention to the blended shedings and lhe light on the 
model. 
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A goexi act m drawing 
a prQpOrtzm&i Agure 
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A* in this phase we 
compieto ins 
pfooKJ3fis oJ adding 
and eHminalmg 
charcoal, and ol 
modifying the model & 
contours so that you 
can create more 
precise Forms, 
Proceed making 
aredsnons of various 
tones end mtensitying 
The shadows until you 
achieve a good 

modeling effect, 
which wiN contribute 
lo defining the body’s 
volume and 
rOundneSS. 
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a Still-life 

with sanguine 



I. First sketch the baste 
(arms of the? model with a 
blending stump that is 
saturated with sanguine. 

This is the ported medium lo 
describe form wilhoul worrying 
about details, staining the paper, 
drawing proxies, and looking at the 
object’s Size and angle, Drawing wiih a, 
blond nq. slump also has the advantage of 

being easily erasable 

The beginning of the drawing requires 
careful hand movements and strokes. Even a 
form as simple as an apple or a dish should 
be drawn with a great deal ol attention and 
wrth the least number Ot lines, since any small 
i rruguliinty wil be irr mod toto ly visible. Ybu 
have to concentrate on the contours, erasing 
and redrawing them if necessary until they are 
suitable. 


Sanguine is a very interesting monochrumic drawing medium. It haa a 
wide range of tones, but because of its color. it is much softer and 
warmer than chaitoai. providing morn luminosity to 'be drawing, in this 
exercise, earned out by Mercedes Caspar, giving relief to a stil Mrfe by 
using the modeling technique with sanguine is illustrated based on gra¬ 
dating and blending. Pay attention to the changes of direction in th» 
lights, shadows, and reflections, s*nce, as you know, these (actors de¬ 
scribe ihe objects form and curvature. 
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2 . With the sanguine stick on its ado, block 
in the showed areas. The first Shadings 
should only be blended Ikfhtly; fhey should 
sirrpfy separate the differed pianes wilhtn ihe 
drawing. Do not place any siams on itie more 
ilEumsialed zones. Afterwards, rub your finger 
ori the tontcus «o fade the stroke’s prprte on 
the paper 



3* After the blocking-m « compietefy developed, 
you can start to odd the mid terns and model the 
forms with tonal gradations and blending. With the 
sanguine, draw softly and iraisteflUy on the mom 
intense zones 


(uasnds jxisr (he 

Qi^ s oyfttnfls. (if 
ins tepoera; snipy 
iinso ttw Uniat* 
$&v*e$artiprvitottK 
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4 . Biend the 
shadings and die 
■nlltaJ strokes to 
clearly define the 
contrast between 
light and shadow 
and also to make 
each one ol the 
drawing's 
component's form 
and texture stand 
oof. As you can see. 
the modeling does 
not appear heavy, 
but rather light and 
atmospheric, thanks 
to the sanguine 
color. 
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You no* will draw, with in* erasure technique, a rural scene outlined 
by Ester LEaudet. The only difference between this drawing procedure 
and oth ers is that you eras* the strokes instead of adding them. Look 
tor the illuminated zones and erase the background shading to obtain 
lighter lones, or even pure white. The model is &n interesting rural view. 
Drawing with an eraser is especially needed when Ihe theme presents 
chiardseiMD contrasts. 


erasure 


technique: 

drawing highlights 


1 




1. Prepare the tonal background by covering 
the paper evenly with charcoal shading, using 
the st;c k on ns side. It is important to work 
the whole plane al the same lime if you want 
to obtain a homogeneous background. Then, 
rub Iho surface with a blending stump to 
eliminate any traces of strokes. 


2 


2. Draw a very synlhesrzed contour of the 
model's forms, being careful not fo apply toe 
much pressure. Pay special attention, in this 
phase of the drawing, since Ihe next steps 
will be based on these results. Avoid 
excessive erasures, 






3. the advantage ol working with an eraser £ 
lhat the light Is erleg rated mio the image tmm 
the very beginning .You can add and erase 
tones until they am adjusted in the image. 

The eraiuraa wHt be the light ron#S: tha 
background coky will be the mid tones; and 
the charcoal wll be the dark rones. Shading 
will aland oul more it you apply it by using the 


Ussrrj 3 piece of 
Paper as a mas* ft?rs 
you obtan stm&it 
borders 
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andscapa 

on gray paper 
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1 * Ttie main elements of the landscape are 
Cel red with simplu strokes, made with a 
black od pencil. The sizes and proportions are 
then determined end the composition Is laid 
out, This first phase of the drawing is 
extremely important since ft deals with 
arranging the elements correctly in order to 
balance The picture, When you decoe that 
the location at each plane is Correct reaffirm 
the forms with more definite strokes. 


W 


In this next exercise by Gabriel Martin, shading end white highlights 
am combined to give volume to the trees and mountains. The Texture 
of the landscape’s etements will vary according to (heir drslanc* Irom 
the viewer; the farther away the trees are, the mom uniform their tex¬ 
ture wilt be; (he ck»er they are (o the viewer, (he more detailed they 
have to be. This Is not a drawing with a realistic character: its interest 
lies in (he composition and the study ol (he light. 
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2. Block in the shadows with short strokes, 
vsrymg ITieir Ihtehsilies according to (heir 
zon#. tn this phasa Jt Is no! important lo 
create extremely intense dark zones: it is 
much more important simpty to establish 
eacn dark zone. The darker areas are 
achieved by supermposnej lhe same Stroke 
as many (ernes os needed until you obtain the 
desired lone. 





3. FimiJi me drawing Py using a wtiHe panel! 
lo highlight the iilumnaied zoom in the 
Landscape Instead of studying the details 
and nuances, break down the landscape into 
fcflhft and dark zones mat are combined and 
putfaposed. The whits MghiipfUs play a 
fundamental io*e in defining the foreground's 
tmctuie. ThB nwolt is a landscape with its 
mgs! significant elements clearly emphasized. 
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an Interior 

with the white-on-white technique 


The *hite-on- white technique uses artists' chalks and oil 
penclss on a tonal background. The monochrome work 
method which we see applied in this exercise by Gabriel 
Martin, allows one to construct the model without distrac¬ 
tion from local colors or shadings, directing all our atten¬ 
tion to repiesentrng its vivid luminous etfects.Et could be 
said that to work with the white-on-white technique Is to 
draw light, 

The selected model is an inter lor corner with mixed 
lighting, meaning daylight and artificial light are combined 
The framing, the scarce lurntfure, and the absence of or- 
namental motifs will help os to understand space, texture, 
and volume. 




1. First we have to express Ihe perspective of the comer. To do 
SO. draw the horizon line, which is located somewhere below the 
middle ot the paper After adding a vanishing point* project two 
diagonals, which will ba the lower limits of the two walls. To finish 
the schema* draw another diagonal and a curve to delimit the 
vaulted ceiling. En order- to place the furniture correctly.. imagine 
that they are srmple geometncal forms. Remember, draw the 
objects as if they ware transparent. 

2. Reaffirm the basic forms, taking into account how the oblique 
perspective affects them, Use a white chalk pencil with a very 
Sharpened point. 
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the “three Color” technique 

drawing with pictorial qualities 


The "thn&e colo* technique" uses three ditlsreh* chalk colgre to create 
intense, light, and mtd tones on a drawing with a catoned background. 
The Mowing exerose, performed by Oscar SencWs, combines colored 
chalks and a colored background to achieve a drawing with pictonai 
qualities. The theme 19 a picturesque dock In Venice, which was select¬ 
ed oecausa of vm srmpie forms in its compotiiton and because of the 
different light vanalmns within It. 




1. A modi urn-grained brown paper was 
selected for this Begin by drawing the 

outline sketch with a graphite pencil. Then, wiw 
schematic strokes, draw the houses on tne 
background, Begin with geometric lorms that 
have an unfinished and imprecise appearance. 
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2, The foreground VwJl require a bit more 
effort on your part since it contains 
complex architectural elements, such as 
boa! slips, stairs, and balustrades — asm? 
Irotm the foreshortened farms of iha 
gondolas and their reflections on the 
Motor. You wK9 mosl hkety have !g 
frequently adjust the Structural lings 


spaces Off tfepapv. 
smcetheeroiwv 

cpk^^k^chmyi 

rtWte®«Wip£rarrf 
n HU tftM-ihg. 


3. The contours should remain open, rwt closing the 
lines completely, in order to feivo Tho option of 
shading, rounding, and defining tho forms. 

Stock in tho shading with sanguine, which will give 
the drawing: a second gradation with (hid lories. With 
very soft strokes, work m the shadows on the 
houses' facades and on the water, trying not to make 
them too rfitense. The beauty ot sanguine ties in the 
warmth and softness it imparts tg the dmwtfig. 
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4 . Add the mdre intense shadows with a bistre-colored 
chafk pencil with discrete shadings and gradations, which 
will be different depending on their zone. The darker pans 

dl ihe gondolas are achieved with a senes of strokes, 
While yog are drawing, run your finger softly over the 
strokes to better Integrate them Into the paper 




Si Add the clear, illuminated areas as highlights with white 
chalk pencil so that there is a strong light and dark 
conlrast. Highlight the tighter tones o' the gondolas and 
define the bridge's balustrade. Wth the same while chalk 
pencil, apply scumbles with light, slanted strokes. These 
win enrich, the houses' facades end provide an 
atmospheric leelrng to the drawing. 


So That you do not 
(voa fe any smudges 
an She rfrawv? g r pJbce 
aciaanooceoif 
pHjper on rep of Ihe 
dflffivrtgandmsr 
your hand do it whtlo 
dreiv^f. 


5 , Once the colors are all laid 
put, keep working on modeling 
the entire ensemble, drawing; 

blending; and adding lights, 
shadows, and new colors. The 
effect of the "three color" 
technique Is extraord inary, as 
you can see in the finished 
drawing. 
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Draw ihe horizon I ne at approximately one 
thud of lhe way up Ihe sheet, Since you will 
be starting with light looes. taka the largest 
Wending slump and add a small amounl ol 
the compressod charcoal powder to its end. 
Bloc* in ine sty's shading compteteiy, The 
sea^s shading should be lighler and more 
transparent, 


stump technique: 

just a blurred stain 


Wow we will use the bunding stump as a drawing tool. You will need 
compressed charcoal powder and blending stumps erf different sizes. 
Works performed with blending stumps, hke this one by Carlant, pro¬ 
duce soft, atmospheric drawings withoul any hard and pronounced 
profiles or lines. 



2. The blending slump spreads the charcoal 
and creates graduated tones. Make the 
profits of the buildings on Ihe coast witfi 
blurred, vague stains. Use even strokes to 
create Ihe clouds’ forms. The more satuialod 
Ihe stump is with charcoal and the mane 
pressure you apply on (t. the darker ihe 1 long 
will be. II you make a mistake, correct it wirthp 
a kneadable 
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andscape with 

chalk powder 


lo carry out this drawing you will need a 
cotton ball, a dean rag. and chalk powder In¬ 
stead o* buying chalk powder* you can make 
your own by filing a bistre-colored cliatk stick 
wrth a knife w heavy sandpaper to obtain a 
tine powder Use a piece of paper as a dip¬ 
ping tray and place the chalk powder in it. 
Chalk drawings require a medium -grained pa¬ 
per in order for the pigment particles to stick 
on the paper's surface. 6scar Senchls drew 
this nest drawing, 



1 


t, With the cotton ball saturated with the 
chalk powder, start Sketching the terms of 
some of the coastal rocks. Continue to build 
up their tones and man forms minimally. 
Quick and spontaneous chalk main s ars 
more adequate than careful shading. This 
technique, which creates a drawing through 
tones instead of strokes and lines, makes 
chalk powder a unique and tun medium. 






If you wair Id umle Cftaft starts ihJI 
one Qt rr» ixxcfcrS r.itw-V iSSttieel. l.'m^ 
a sneer el p&per as a mas* to dCwtr ^ 
the ama you you do not wani rrarfnyrf 
App>y the chalk pcvfder wrtft □ pece of 
cotton, blS/KShg Ircm Hie ttarnng 
{Jdfw towards tt*> mas* The rtsuff e 
a blended tone with wettd&r**! 

Cordons; 
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Sketching with 

a charcoal pencil 

In this exercise txy Marts Bermejo Teixidor, you mil learn now to make 
a quick skeich of a rpn?s| landscape with a compressed charGoal pen¬ 
cil and without any blending. Although this e**fdw s not wry difficult, 
you must closely study the dark and light zones 90 that you can draw 
(hem with soft strokes. The combination or fished and unfinished ar¬ 
eas tfwrra the sketch a fresh look. 


1 







1. The first I or ms qI the trftes and their branches are built up wiin very 
simple strokes Do not worry about the truck vegetaium; ir wdi Just 
confuse you. 






3h Carry out the tree's teKluno wilh tho 
compressed charcoal pencil, First outline the 
trunks and branches m the foreground by 
shading their bark with noglets, wtuch witl 
gwe them vcuume. Then apply lha first 
shadings to the foliage Be careful with the 
amount of pressure you apply on lha pencils, 
since light tones are achieved with very soft 
strokes. Do nut concentrate on any specific 
zone: instead, locus on the general structure 
ol the drawing. 
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a Still-life with 

chiaroscuro effects 

To chiaroscuro offocl n a modal da panda on ins location ol tha main 
light sourge Blum in siting it. When tghE falls onto an object, l! is distrib¬ 
uted into lighted and shaded zones. The principal dark colors give 
shape tp the lighted zones. This allows you to study the tones and es- 
lahlish which ones are denser. When you work with the chiaroscuro 
technique, as in this next exercise by Marta Bermejo Tekidor, you have 
so lake into account how the shadows ane gradated little by little until 
they biend in with the lighted piano. The study of light and shadow al¬ 
lows you belter understand the elements that give realism and volume 
to a drawing. 




1. After studying the location of the elements, start 
drawing wilh ihe tip of a charcoal slick. Blocking In will 
give you s dose approximation of the model's forms, In 
fact, the whole structure of the drawing depends on the 
blocking in; equilibrium, correct proportions, and the 
perspective ol ihe unseen circles in the dishes and tha 
borders of tho cups. 


2~ With fum strokes, using the tip of the charcoal stick, 
emphasize the profiles of Ihe objects The main atemants 
of a structure will be dearly viable and etrfferBnligted; whan 
the lines that form it ore completely closed. For a good 
study ol light distribution, practice combining the two 
planes; in other words, uni t the middle tones end only 
develop the dark tones. Later, the erasing technique will 
do the rest. 
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3. Once the fciocKmg-: n has been reserved, 
use a piece Pi cotton clalh to erase the Initial 
rues, leaving only the trace of a toned -down 
gray. By frying you asta&rish a basic tuning 
Itial provides an initial distribution of lighted 
and Shadowed zones. Use the Eraser as if il 
were a pencil, opening up strokes arid 
transforming them into luminous white stains. 
During this stage, move between the white of 
the paper and trie mid-toned shadows. 












■6. Ortca the background shadows arc completed, retouch the profiles 
and I he more pronounced poni/asts with a compressed charcoal stick- 
With compressed charcoal, I he blacks are more intense than natural 
charcwh You can sWl correct lines, os well as any badly located 
shadows, as long oS you have not drawn extremely ifttonsa black 
strokes thai are difficult to erase. 


VtltJ can m&;& yew 
own htefxing stumps 
by nfflig a pioca of 
paper into a fufie and 
(hafri#Hip«fftfikaa 
spatula. if you ivortt 
with ttw wit*y and or 
your handmade 
pkvKtrtf} sJiJnp, you 
ivfl ik n<avH pcionar 
Wands wifn effects 
similar rn those 
prtWbOK t by a firysh. 
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white Chalk highlights: 

an explosion of light 



This " 0*1 OXO'C se, by Esther Usudol. All use while eha'k to represent itlurrueated aanos. A bo- 
ginning ert sludent may think that illuminated zones do no! have many tonal variations and con¬ 
trasts: however, after a closer look, you will see that it la Just as varied and nuanced as the 
previous exercise —where dark shadows dominated. Instead of DWCentreting p n dark areas and 
shadows, wa have lo pay attention to (ho white and Illuminated areas found in the next drawing. 


t. Whan drawing a strongly lit scene, we 
must first present the structure. With e natural 
charcoal stick, outtirve the forms of the sofa, 
plant, and pillows. Working with the chalk 
Gt>ck on its side, apply the first white stems to 
the pillows, concentrating on their 
characteristics and fundamental form. 


2. At the same time you are developing the 
sofa's form, build op the lexture and ihe folds 
in the fabrics using tonal gradations. The 
intermediate tones are achieved by letting the 
color of the paper show through the white 
chalk shading. 
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2. Shade the whole 
background wi(h 
wtvte chalk, 
Blending It with ypur 
hand witi give an 
unfocused look to 
the second plane. 
Later, you can add 
some finishing 
touches with a 
darker color lo 
enhance some ol 
the profiles end 


Emphasize the 
interior profile of the 
sofa and give some 
folds more weight 
with Ihe natural 
charcoal stick. 
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a flower with abundant water, 


fluidity, and sinuosity 



If you have learned (he f 
in the previous pages, the follow¬ 
ing project, by Mercedes Caspar, 
will nol be dllfkajit at all, You will 
drew a simple Bower in a mono¬ 
chrome wash. To carry out (his ex- 



one model, creating her own by 
combining several forms Irom dif¬ 
ferent flower models. 


1, Draw the jnilial form ol the flower wilh a pencil; it does not have lo 
be exact, only approximate. The drawing should not be shaded or have 
excessive detail; it should be simple end concise. Remember mat (he 
wash is transparent and that it uses this initial drawing as a guide lo 1i II 
in the tonal areas. 


2. The brush wrth watarcolor 
wash technique gives you a 
1 single stroke that goes from 
narrow to wide, or vice versa. 
Remember, the accuracy of 
(he brushstroke depends on 
the firmness and the 
movement of your hand, 
i tpptrasls ere then increased, 
wafer is absorbed in the light 
zones, ehd the leaves' lines 
are drawn using large drops— 
you can either blow on the 
_ -jfropa to move (hem w use 
the tip of the brush. 




< 
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3* ii yw make another pass wnn the brush anj wash, the 
painted z&ne wii become darner Fluidity and Rjnirtf are 
essential tearful in Ths lyp« of drawing. In Uiis exercise, 
empty spaces havfl as much value as if they W&ffl Ml of 
brushstrokes RCrTWnt»r to always use the color of the paper 
|g your Advantage m drawings. 
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an interior patio 

in wash 

fA/a&has alow tar soma scumbles and aarria odicola light ana darn 
contrasts. This next exercise, by Oscar Sanchis. is &n Interior patio,that 
has strang contrasts b&lw&ars bright light and shadows. Dye to this i 
theme's ngbtmg effects and the richness ot mid tones. we are going to 
tccws on gray tones. 



1 

TT] 

I'ttMP \ 







M 


1, As always, begin by out lining the structure, in this case 
an ellipsis in the tower pad of the paper and two 
perspective diagonals in the upper part, hta&e the 
doorframes line up with perpendicular lines. The initial 
outlines am combined with circular forms that define the 
arches of the doors and windows. Another circle In the 
middle indicates the position ul the well. Erase the 
geometrical outlines and reaffirm the contours of the 
patio's structure. 


2. After the forms of Lhu drawing have been made, you can 
proceed to detailing the drawing. In this stage you have to 
be very scrupulous In observing the model and presenting 
the forms in detail. 
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3, Since the white erf the paper lightens Ihe 
JH j" T the wash should be applied using a 
i small range of mid lones. starting from a 
lightar tone and moving towards a darker 
one.Use this technique to block in the mid 
tones, All of the tones should be applied 
before the washes dry so that when you add 
more lores, they will gradate wilh the zones 
that arestiN wel, 




fhefirer washes 

rnotMyrhe 

bsoliigroiJidand 

fte crtMing 
fartixiaOittinnaf 
more grays. 



5- Using diflerent 
brushes, continue 
to contrast the 
forms and make 
ihem concrete. The 
contrasts should 
be accented with 
dense washes 
having less water. 


4, With a more intense Hack and a round, fine 
brush, contrasl the mid-toned shadow zones with 
me Humiliated zones, In a wash, handling the 
brush correctly is very important, since the 
brushstroke “even though It is a drawing 
technique—creates the stains, tones, and 













a. Whtm the drawing dues, proceed lo Ihe 
phase of contrast and detail using a black 
chalk panol. Appty halchmg on the 
backgntJi^Kl lo irrton&fy and stream tine the 
Sorm of iho atone houses, trying lo highlight 
lh& doors and wvndows with intense block 


ffiChutz 


the reed 


en 

and its effects 



In spfts erf its fustic appearance, the reed pan is a eery versatile draw- 
irtg tool- Its stroke is softer Ihsn that oF the metafile nib, with more vari- 
alwns in Une Thickness of lhe kie. ^"■ou have a certain amount of conlioi 
In the intensity of lhe strokes ff you blot the reed pen on a piece o! pa¬ 
per before drawing, The theme of this exercise, performed by Mer¬ 
cedes Gaspar, ts some bales of hay seen against the light. 

Tlis drffioutty here is to keep the Whiles intact, since you will not Oe 
able to make any corrections. 


1. Before starting any ink drawing it is important to sketch the theme in 
pencil to make sure you will be working whh correct dimensions end 
proportions. In This case, you will slad with a quick sketch that will 
serve as your outline. 







3, The targe* width erf the r&ed pan^s strokes allows you to 
create soIhJ htack stains easily. Draw several superimposed 
strokes of different mlerarties on the bales to grva them 
texture. On the foreground, several bkrnk spaces have been 
left so (hal Ihe ihe tree*' stiadows can be protected against 
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drawing on Colored paper 


with white and black inks 


Alternating between white and black inks ort 
dark paper Is 3 traditional (framing tebhnkfue. 
The while Ink is used for the illuminated 
zones, (he mid tones ana provided by the pa¬ 
per. and the black in*t is reserved for zones 
with intense shadows, as Carlanl describes in 
Ihis next exercise. The model, in spite or bwig 
very ample, is rich m contrasts and reitec- 
Hons, Aside from the above, it presents a chal¬ 
lenge in nepresenlwg the lighting effect and 
perpetual movement on the waters surface. 




I* The initial oufline Sketch « vary simple, first draw the horizon line 
with a white pencil. Then project the diagonal that co m poses the 
picture where the boat is located. A couple of creative strokes will be 
sufficient to situate the boat. i>nce the outline sketch is resolved, you 
can begin to draw with white mk and metallic mb. 

Draw the prolile of the boat and its crew with an intense! and limn 
stroke: try to capture only the contours. Exert more pressure on the 
metallic nib to produce thicker and more intense lines. 


a. The profiles and 
trie proportions has 
to be absolutely 
correct in these first 
stages- As you draw 
new forms you can 
shade with very fine 
hatching, which will 
give the fiist tones 
to the drawing. 
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3, Concentrate on reflections on the lake's 
sudace. Initially, these appeal eilhouetsed as it 
they were perfectly defined oil stains. To 
distinguish these lighter zones from the rest of the 
surface, cover their interior space with diagonal 
Stroha hatching. These lighter and broken lines will 
serve as tonal zones. With another metallic nib, 
apply shading with black India ink. Concentrate on 
the darker shadows of the vegetation on the upper 
part using intense and uneven doodling- The 
change fo&m thin to thick in Ihe same stroke can 
give certain sensation, of fluidity, A freer and 
random hatching win give the vegetation an 
incomplete and toss concrete aspect wtifla 
providing a ncha- tone depth. 


During ifie d^iying 
process rf may fie 
necessary to dean 
Jfie Up ot the reed pan 
with if rgg in order to 
gel rid af any particles 
o/murntooukSimiie 
rfiasfroteoftnepwr 
or cfwprfg ft diffeuir, 


4. Through a careful 
observation of the model 
you pan capture all the 
detarla and tonal and 
textural variety, especially 
those of the water's 
reflections. The contrasts 
achieved through the black 
ink in the upper part <?F the 
■drawing help to ennch the 
tones that give the drawing 
a three-dimensional quality, 
accented; by the greater 
contrasts between tights 
and shadows. 
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a Still-life 

with colored inks 


M drawing with colored inks presents the same characteristics as a 
drawing done with indie ink, except that If requires us to use a specific 
work method. Although inks can be mixed with one another, we recom¬ 
mend that you do not mix ihem often because the colors tenet to get 
dirty and the tones become cloudy. The only realty viable mixes are the 
ones that result from combining different color strokes on the paper, 
just as Esther Rodriguez explains m this next exercise. 
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1, ft is extremely important to firs! construct a very simple outline 
sketch on which to base the tines of the the £titl-iifs. We chose Oval and 
circular shapes to begin describing the pumpkin and fruit's forms, 

vX 




When the x* stages 
r^e SBff wef, you tart 
Herat rn«m lATin- a uyet 
paper Zand In 

achieve rich (oraf 
Steels 




2, The silhouettes of each one of the 
elements of the still'life are detailed. 
The stroke should now be more 
accurate and desenbe the profile and 
characteristics of each fruit and the 
pumpkin. Before starting to apply The 
strokes with ink, the sketch of the 
model must be complete* since 
shading has to be applied on a 
perfectly constructed outl*ie sketch 
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<. Ih Ihia stage you can see 'he chrofTiatFC 
effect Ql Iho ensemble after several bluish 
ax) purplish strikes were added io the 
obi eels, contrasting with the warm and 
luminous tones on the background. Alternate 
Ihe slrgttQS* thickness by combining d ifferenl 
reads and metallic nibs. Co-tared inha are very 
transparent and can be mixed with each 
other: H Is possible also to lower iheir 
intensity wiih a Utile bit or water. 

The enlarged detail shows bow the 
accumulation erf strokes ITMdrfy i ho basic 
colors, producing a Cfeafty divided color 
effect. A stroked density m a concrete zone 
determines ihe form's shading and volume. If 
you want an object to Stand out r you haue tD 
gwe it contrast; Ibat R, you must Surround the 
ob|*c! with complementary cohyn that define 
its profile end form, 
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3. in these types of drawings, the tnodcting 
has to be very sort, with nothing standing out 
The lines and shohes rede, giving ■way lo 
tonal gradation. Each Iragmenl o< the tNclure 
has to O resolved in detail, describing 
everything: kiminosity. reflections, and 
texlurw 

i 


4. The details ato What mslfil photographic 
realism into the drawing. Nevertheless, these 
should not be treated in an isolated manner 
they shoutd always t» Tested lo the basic 
structure. Frequently, the suggestion of the 
texture oi lhe represented object Is ai that is 
required to achieve a high-iesokrtlon work. 
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in watercolor 



WL working with watercdor pencils, use the traditional pencil lechnqoes to make 
the base ol Ihe drawing: then incorporate brush techniques as s tool This fluidity and 
ease ol control make walencotor pencils and pastels a flexible medium to interpret 
themes naturally- In this exerctse by Mercedes Caspar, you will see how to resolve the 
portrait of a little girl through watercokir pencils, combining strokes and washes on the 
same support. 







i. When you iind yourseli before a model (hat may presenl diHiculties, 
the first thing to do is always ta summarize its components into Simple 
geometrical forms that will aid you in understanding its structure better. 

Thus, you will see this is a symmetric composition dominated by the 
g rl's figure, which can be reduced to a block slarting from circles and 
straight tines. 

When the profile is dear enough you can deal with interior details on 
the figure, such as the features of the face and the position of the arms 
holding the doll. 



2 


2. Once a soft outline sketch has been completed, build up the drawng. 
paying alien Lion to the details that the model presents. If is advisable to 
start the drawing with a rmd-toned ccrtored pencil. The colors mostly 
used by professional artists am purple. pink, blue, or an earth tone, 
because these colors are then perfectly integrated file the drawing. 
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a. Pastels should never be mixed; lh« result 
is always more Interesting when colors are 
Obtained by applying the pastels directly on 
the paper. This does not mean that you 
cannot blend one color into tbs other, but that 
it should not be dong excessively. 



4, The build-up of the model requires the artest^s special attention to 
branding. Pastel Is the most direct medium available, but rf you aw 
making a drawing based on blended colors, the drawing will lose ell its 
appeal and spontaneity: you have to alternate the gradation techniques 
with the direct stains. 


s, 0ns of (he attractions 
of a sott medium such as 
the pastel b the ease wfth 
which it blends to create 
soft and velvety ton®, like 
subtle gradations horn 
lighi Id dark. Ths final 
binding of some EDOeS 
(noddies the color of the 
tonal background by 
applying a tine and semi¬ 
opaque layer ol another 
color on It. Vbu have to 
romflm&flr that when 
working on colored paper 
it is necessary to leave 
blank zones, so that the 
background color inter acts 
with the tones of the 
drawing, 













ART 'DRAWING 


D evelop your skills at drawing, learning the Fundamentals so 
dial you can Focus on expressing youreclF* Front training your 
hand and controlling the stroke to composition and effects 
offered by various tools and materials, these mrihuds are easily 
mastered widi practice. Whether you want to create drawings as 
die basis For other iy]*es oF media, such as sculpture and painting* 
or as finished works, the advice and exercises here will give you a 
firm foundslion to expand upon. 
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